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Abstract
With the advance of digital networks, music video has 
experienced a ‘tremendous explosion’ across national 
and medial boundaries (Beebe and Middleton, 2007, p. 
3). Arising from this newly-emerging phenomenon, 
this thesis focuses on East Asian mediascapes, with a 
special attention to Taiwan, on the transference, 
(re)production and mutation of the dancing body in the 
music video. Centring on two major modes of 
production in Mandarin pop -  ‘cuteness’ and 
‘sexiness’ -  I analyse these widely-known, yet little- 
studied, corporealities in both mass-mediated and 
vernacular contexts, pivoting on three dance stars. 
Coco, Cyndi and John. I argue that these seemingly 
superficial and self-evident bodies are intrinsically 
ambiguous and complex, constantly being ‘translated’ 
by different social agents in transnational / intermedial 
fields, creating a body with various layers of meaning,
i.e. a ‘punned’ corporeality.
Drawing upon contemporary dance studies, gender 
theories, semiotics and linguistic theories on the pun, 
an interdisciplinary framework is formulated to explore 
a wide range of publicly-available data with special 
attention to music video analysis. Detailed studies of 
Coco, Cyndi and John, their ‘fan’ videos and a talent 
show in between these two events demonstrate the 
existence of a major cultural force -  punning 
translation -  through which the dancing body is 
displaced in music video, impelling the body into a 
punned configuration. Reading these bodies as events 
of translation, I analyse the cultural logics and 
corporeal mechanisms -  the logic of exchange -  
embedded in these transnational / translational bodily 
acts to argue for an extra layer of the global cultural 
landscape, a corporealscape, whose seemingly 
contradictory function is a force through which local 
and regional histories are propelled.
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Prologue
One event in the contemporary Taiwanese digitalised 
mediascape
One day in the spring of 2008, as part of my daily routine, I logged in from my desk 
in London, to ptt.cc, a Bulletin Board System (BBS) which is considered an essential 
part of Taiwanese university life. ’ On that day, I came across a recommended 
hyperlink to a television clip. Contained in a personal blog written in simplified 
Chinese, the site gave me the impression that it was China-based. Using an unheard- 
of video stream system, the video ran at a slow speed and, after a couple of minutes, I 
switched to YouTube via Google. After inserting the keywords, I enjoyed an evening 
entertainment programme, I  Love Blackie Show (hereafter the Blackie Show), 
broadcast nationally in Taiwan during February, 2007.
The Blackie Show is one of many programmes with a direct link to Mandarin pop. As 
one of the most vibrant musical genres in East Asia, Mandarin pop is transcultural in 
construction, with its musical features, performance styles and modes of production 
strongly influenced by various Asian, American and European countries, as well as 
Chinese diasporic cultures (Martin, 2003, p. 265; Pieterse, 2009, p. 97). With Taipei 
forming one of its key centres, the genre’s success has led to foreign investment by 
major international companies such as EMI (the United Kingdom), Polygram 
(Netherlands), Sony BMG (Japan and Germany), Universal (Netherlands) and 
Warner Brothers (the United States) (Moskowitz, 2010, pp. 6-7). Michael Keane, a 
media scholar, argues that ‘it is now the developed “Western” media economies that 
are talking of catching up with East Asia’ (2006, p.848). In this sense. Mandarin pop, 
as a prolific industry, is one of the dominant cultural fields and a nodal point through
' Running through Telnet and accepting only keyboard commands, BBS is composed o f  various 
information boards and resembles early DOS systems (Senft, 2003, pp. 45-8). By contrast to its fading 
popularity in the 1990s especially, in North American context, owing to the rise o f  the World Wide 
Web, BBS is still a major form o f communication in Taiwan among university students (Lam, 2003; S. 
Tsai, 2008). This phenomenon therefore demonstrates that the Internet is unevenly encountered and is 
subject to different social, cultural and historical experiences. This issue will be further investigated in 
Chapter 1.
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which different forms of global cultural flow intensely interweave.
Located in this context, the Blackie Show is a popular television talent series featuring 
a group of young girls aged between 14 and 20, known as the Blackie Girls, playing, 
mimicking or acting a theme produced for them each week. According to the official 
website, the show aims to provide a platform for young girls to ‘become future pop 
stars’.^  The programme targets teenage audiences (Star Group Limited, 2010) and is 
generally composed of several segments in which the selected Blackie Girls play the 
main roles with the rest dressed in student uniform, sitting in a separate classroom 
arrangement to form part of the ‘audience’ (Figure 1). They actively paiticipate by 
cheering, screaming, clapping or, sometimes, booing. The show is hosted by an M.C., 
introduced as ‘the Blackie Teacher’ with the title of ‘the Master of humour’, and an 
assistant, nicknamed ‘the teaching assistant’ (Figure 2). It also features a panel of 
judges composed of three to five experts or, sometimes, pop stars.
Figure 1 : The Blackie Girls in a 
classroom formation
m
Figure 2: Introducing ‘the Blackie 
Teacher" and his ‘teaching assistant’
rnifM)
The quiz from the broadcast on 8 February 2007, themed ‘Performing class: kuso 
[parody] girls like to act’, was performed by one of the Blackie Girls who danced to 
music played through her headphones. The participants (including two male guests in 
their early 30s and two Blackie Girls) had to guess whose music she was listening to. 
Three options were offered to choose from: A) Tsai 1-lin hereafter Jolin); B)
'  Original in Chinese: ( ; $ # # ! )  # 1 #  Girl (7 % # )
#  ' i ’ (star
Group Limited, 2010)
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Lee Wen hereafter Coco); and C) Wang Hsin-ling (3ELvS; hereafter Cyndi).^
The performance lasted for seven seconds with the girl flexing her arms, wriggling 
her knees and twisting her waist modestly to the rhythm. Her movements appeared to 
present, in Laban’s movement terms,'^ a flicking quality, which is indirect in space, 
light in weight and quick in time (Figure 3).
Figure 3: The performance for 
the quiz
Figure 4: The four guests reach an 
agreement to choose the answer ‘C’.
Apart from one of the male guests who voiced a complaint that this was too hard to 
guess, the three participants immediately screamed with excitement, T know! The 
answer is C l’ ‘Why? How you do guess that?’, asked the man. ‘Everyone in the 
younger generation knows that’, one of the girls immediately answered, and a cheeky 
remark followed, ‘so you are no longer young!’ While the man looked bewildered, 
the other male guest began to sing Cyndi’s song and mimic her dance movements 
from one of Cyndi’s hit music videos. Love You (2004), attracting cheering and 
screaming from the Blackie Girls. One of the girls explained that the reason she 
chose Cyndi was because ‘if the answer had been A or B, the twists would have been
 ^ In the transliteration o f Chinese terms into English, this thesis uses a mixure o f Wade-Giles, pinyin, 
and other publicly-recognised, despite probably unidentifiable, ways o f Romanisation. This variant 
use reflects the deeply politically-influenced linguistic reality in the Sinophone world. While China 
adopts pinyin system, which has gained wider currency in the past decade, Taiwan uses a mixture o f  
styles based on Wade-Giles, a system which was adopted in North America in the 1970s (E. E. Chen, 
2003, pp. 11-12). The tension within the Sinephone linguistic landscape will continue to be explored 
in this thesis, especially in Chapter 4. It is also necessary to note that English names often co-exist 
with the Chinese counterpart, a phenomenon which, as I set out to argue, is socially and historically 
influenced by a post-colonial mentality in Taiwan (see Section 3.2).
In this thesis, all the descriptions o f movement quality follow Cecily Dell’s terms (1977) based upon 
Laban’s Effort / Shape system. Dell distinguished four Effort elements, each with its own polarities, 
including space (direct or indirect), weight (strong or light), time (quick or sustained) and flow (bound 
or free). These four categories can be combined differently into different movement qualities, which 
Dell described as float, punch, glide, slash, dab, wring, flick, and press.
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bigger and sexier’ (Figure 4 ) /  With a replay of the performance, the commentator 
confirmed that the correct answer was Cyndi and exclaimed, ‘Just look at the girl’s 
cute and delightful way of twisting her waist, she is more or less original’.^
The performing girl came back and, on request, performed the other two options. For 
the interpretation of Jolin, the girl twisted her waist gently, extended her left arm 
down to the groin and stretched her right arm upwards. She kept her legs in an astride 
position and moved her body according to the rhythm (Figure 5), delivering a 
‘slashing’ quality, being more direct in space, stronger in weight and quicker in time 
compared with the interpretation of Cyndi. In dancing Coco’s song, her legs 
immediately posed in an astride position with her bottom rocking vehemently (Figure 
6). Compared with the other two pieces of dance she performed, her interpretation of 
Coco was the most direct in space, the strongest in weight and the quickest in time, 
delivering a quality of punchiness.
Figure 5: Performing Jolin Figure 6: Performing Coco
In this event, the performing girl clearly depicts three corporeal styles, which can be 
distinguished, described and performed: three participants out of four immediately 
chose the right answer with high certainty as well as being able to explain the 
rationale of their responses. Moreover, these styles are understood as naturalised 
forms of embodiment, testifying to the existence of a set of collective corporeal 
knowledges. Most importantly, these corporeal styles are hierarchically understood 
in relation to gendered identity in that a ‘bigger’ twist is considered to be ‘sexier’.
Author’s translation: %  C ! ^ 0 :^ #  A B #6 ’ t Ê # — ^  ° ’
‘ Author’s translation:
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The corporeal knowledge, in this sense, is hierarehical in construction, revolving 
around the ideas of ‘cuteness’ and ‘sexiness’. Anyone not knowing the answers is 
considered as being old and deserves to be teased. As a diasporic Chinese audience 
member, I also immediately recognised the right answer, laughed at the over- 
simplistic design of the question and was surprised by the man’s apparent lack of 
‘common sense’. What 1 did not realise in my first encounter with this performance 
is that these three seemingly self-evident body styles, and the show itself, are 
intrinsically ambiguous and unstable. Queries revolving around this problematic 
performance are, in the following Introduction, crystallised into two sets of research 
question: first, on the collective knowledge the show demonstrated and, second, on 
the in-between-ness and the ambiguity which characterises the performance. Using 
these inquiries as springboards, this thesis sets out to examine, playfully yet critically, 
the curious phenomenon of the dancing body in a globalised digital media landscape.
Introduction
‘Cuteness’ and ‘sexiness’ are arguably two of the major modes of production in the 
prolific global industry of Mandarin pop. Shaped by the idea o f spectacle, these two 
modes, as shown in the Prologue, carry different sets of naturalised cultural 
discourses and have corresponding embodiments in dance. Taking music video as the 
main site of manifestation, these ‘cute’ and ‘sexy’ dancing bodies have been 
popularised, over the last decade, alongside what contemporary scholars call the 
‘renaissance’ of the music video across medial and national boundaries (Beebe and 
Middleton, 2007, p. 1). These are lucrative forms of corporeal articulation, which are 
influenced by the development of the music industry and the advance of East Asian 
financescapes. Against this context, this new body phenomenon means that the 
dancing body has become more lucrative, transferable, reproducible and mutable 
across contemporary digital mediascapes than it ever was, giving rise to increased 
possibilities for manipulation. In this thesis, 1 seek to demonstrate that these ‘cute’ 
and ‘sexy’ dancing bodies are constantly being ‘translated’ by different social agents 
in a transnational / intermedial context, creating a body with various layers of 
meaning, i.e. a ‘punned’ corporeality. The act of punning translation is used as a 
means to activate various cultural mechanisms for stardom. In this process, punning 
translation, as a force, impels bodily history at a regional level, and at the same time 
testifies to the existence of an embodied form of global cultural landscape, a 
corporealscape. On the basis of these hypotheses, 1 set out to analyse the process of 
translation of corporeality, examine its embedded cultural mechanism, theorise the 
body with multiple meanings, consider its social, cultural and historical significance, 
and explore an embodied form of global cultural landscape. In other words, starting 
from the Blackie Show where a set of corporeal knowledges is demonstrated in a 
seemingly ‘natural’ manner, 1 explore its prehistory through which the dancing body 
is naturalised. These directions are proposed as a response to the two research 
questions, centring on the collective corporeal knowledge demonstrated in the 
Prologue, and the ambiguity and in-between-ness embedded in the Blackie Show 
itself (Section 0.1).
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Despite the importance of the dancing body in the transnational industry of Mandarin 
pop, being capable to construct, convey and negotiate cultural assumptions in a 
transnational scale, the scholarship to date shows a lack of attention to this powerful 
embodiment. This situation testifies to a lacuna between different academic 
disciplines within the field of arts and humanities in Taiwanese, American and 
European contexts (Section 0.2). Within the Taiwanese field of dance studies, the 
existing scholarly works reflect a general bias against popular culture as trivial and 
insignificant.^ Being a teenager-oriented talent show which is neither the most 
popular,^ nor the most controversial, original,^ or intellectual,"^ the Blackie Show, at 
first glance, seems to comply with this stereotype. However, in this thesis 1 argue that 
this unimportant and commonsensical appearance is a result of a successful process of 
naturalisation of various forms of cultural discourses and aesthetic histories, which 
are characterised by disjuncture and ambiguity. This curious paradox between 
complexity and superficiality is aptly reflected in Marc Moskowitz’s insightful 
statement that Mandarin pop ‘has surprisingly complex cultural implications for such 
a seemingly superficial genre’ (2010, p. 1). For this reason, the omissions and 
misconceptions attached to the genre and its dance style in current scholarly fields is 
in need of rectification, justifying a detailed study of these widely-transmitted yet 
largely-overlooked dancing bodies. In order to uncover the cultural and aesthetic 
importance of these corporealities, 1 am proposing that one of the approaches which 
can reveal the inherited complexity is through identifying the disjuncture and 
ambiguity embedded in the Blackie Show. This approach will be used as a 
springboard to advance the research questions, negotiate a theoretical framework and
' The bias against dance in popular culture is often not visible and, in a recent study, is comprehended 
as a form o f symbolic violence, which is ‘hidden, invisible, not spoken about’ yet has been ‘the main 
factor leading to changes in dance’ (Tai, 2010, p. 222). In the field o f higher education, Juan Ann Tai 
points out that ‘most dancers who specialised in popular dance experienced difficulties in getting a 
full-time teaching position’ (2010, p.4) (see Section 0.2).
 ^Commencing from 2005, the success o f  the programme has resulted in more than 1000 episodes up to 
the present time. However, against the vibrant cultural landscape o f  Mandarin pop, the programme 
ranked number 44 in the national report o f  viewing rates in 2006 and was only once nominated for the 
Golden Bell Awards in 2007 (Government Information Office, Taiwan, 2007).
 ^The Blackie Show is arguably neither fully original nor entirely a copy. Accusations o f plagiarism 
from audiences have closely followed the show throughout its five-year existence (P. Chen, 2009). 
However, as a television series broadcast on a nationally-available commercial channel with over 1000 
episodes to date, the Blackie Show is well-established in the East Asian mediascape. This status has, in 
recent years, brought about a reverse effect with the show being copied in China (Y. Yeh, 2007), 
which paradoxically adds a sense o f authenticity to the show.
 ^Its teenager-oriented agenda means the programmes are, in most cases, presented through sensational 
gossip, cheeky remarks, self-evident facts and jokes which contain minor sexual innuendoes.
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construct a methodology. Hence, there is a need to revisit the promotional 
introduetion to the show and the moment of performanee whieh attests to the in 
between quality. I suggest that this ambiguity will form a coneeptual map which 
guides the direction of the thesis.
0.1 ‘Manoeuvring’ through ambiguity: research questions, methodology and 
theoretical positioning
Every series [of the Blackie Show] features group games, [ineluding] Girlie 
Sporting Events, Girlie Challenges, Girlie IQ Tests, Girlie Inspectors, and 
exciting knock-out episodes. The Blackie Girls, through numerous tests in 
the Show, have now officially debuted as a group in Taiwanese popular 
culture, releasing several singles and a complete album, as well as endorsing 
products, hosting shows, performing in music videos and participating in 
idol dramas. The Blackie Show provides [the audiences with] utmost 
happiness and maximum amounts of laughter. So attend the ‘class’ with
Channel V! ^
(Star Group Limited, 2010)
From the official introduction, the Blackie Show is, in many ways, located in an 
ambiguous social sphere between the mass-mediated and the vernacular, and between 
the aesthetic categories of ‘original’, parody and imitation. From a social perspective, 
its performers -  the Blackie Girls -  are situated between the commercially-driven end 
of the popular cultural spectrum (the ‘mass-mediated’) and the grassroots, localised 
and individual-oriented approach (the ‘vernacular’). Emerging mostly from local 
model agencies, they are less-known public figures who are neither fully established 
in the mass-mediated context nor totally unknown in the vernacular field. Through 
various ‘games’ and ‘tests’ designed for the show, they are given a chance to 
gradually become stars, despite also running the risk of being eliminated in these 
events. The Blackie Show is therefore situated at the borderline between two social 
fields. This in-between-ness also appears in my watching experience detailed in the 
Prologue. While the series carries a title of kuso (parody), an online youth subcultural
^Author’s translation: ' # # # # #  ' =
GMj » m m #
EP m - m # #  ’ Mv
CHANNEL [vj \ ’ (star
Group Limited, 2010).
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form, it is broadcast on a nationally-available television channel with the performance 
being associated with dance in pop music video.
From an aesthetic viewpoint, the performance exists in an ambiguous theoretical 
ground between ‘original’, imitation, and parody, each of which is argued as being 
distinctive (Hutcheon, 1985; Rose, 1993). While parody and imitation are understood 
to be the opposite of the ‘original’ (‘Original’, 1988, p .1013), parody also keeps a 
‘critical distance’ from repetition and imitation (Hutcheon, 1985, p. 6). In the Blackie 
Show, however, despite being entitled kuso (parody), the performing girl imitates 
dance in the pop music video so suceessfully that her aet stimulates a comment, ‘she 
is more or less original" (my emphasis). In this instance, the performance is ‘more or 
less original’ yet not the ‘original’, an imitation which is so funny that it is labelled as 
parody, an assertion which is immediately undermined by the claim of originality. 
From social boundaries to aesthetic categories, the Blackie Show is therefore 
intrinsically ambiguous.
Among this in-between-ness and ambiguity of social fields and aesthetic categories, 
there seems to exist a causal relationship: vernacular cultural practice is used to draw 
public attention in the mass-mediated field, and imitation and parody are devised to 
create ‘originality’. Being led by the Blackie Teacher with the title of ‘the master of 
humour’, these vernacular activities aim to generate laughter as a means to draw 
audiences’ attention, which are, in the contemporary theorist’s viewpoint, a form of 
capital (Beller, 2006). As a form of currency, laughter, in this case, has a potential to 
be converted into spectacle, creating ‘originality’ from imitative and parodie practices. 
The Blackie Show, in this sense, offers possibilities for the performing girls to 
upgrade their social ‘class’ by attending the ‘class’ with Channel V, indicating the 
existence of a process of exchange.
In this process, the dancing body on the music video is deployed as the main medium. 
Despite making little references to the original music or choreography, one of the 
male guests immediately danced to Cyndi’s Love You as his explanation in answering 
the quiz. This association is far from random. Rather, it reflects a contemporary
Introduction
tendency of using dance pedagogy as a marketing strategy for pop stars.  ^ This 
phenomenon testifies to what Sherril Dodds (2009) has pointed out regarding the dual 
function of the musie video -  pedagogy and promotion -  that the distribution of 
videos (e.g. Love You) stimulates innovation of dancing styles in a vernacular field 
(e.g. kuso) which, in turn, is often appropriated back to a mass-mediated context (e.g. 
the Blackie Show) to serve a promotional purpose. Dodds argues that the dual 
functions of music video produce ‘a sophisticated circuit of reinvention’ (2009, p. 
259). From this insight, the Blackie Show can thus be understood as one of the events 
in this circuit. I argue that it is precisely its in-between-ness and ambiguity that gives 
the show a special theoretical status as an excellent example to explore issues of 
corporeal translation, the punned body and its embedded cultural mechanism. 
Revolving around the dancing body on the music video, the Blackie Show's 
transitional position in the eircuit of social, medial, and aesthetic relationships can be 
signified as follow (Table 1).
Table 1: The Blackie Show: in-between-ness
A. The Blackie Show
1. Social field(s): Between vernacular and mass-mediated
2. Aesthetic categories: Between ‘original’, imitation and parody
3. Operative logic: The logic of exchange
4. Location in the thesis: Introduction and Conclusion
5. Research question: The second research question
Î
B. Pop stars C. Kuso practitioners
1. Mass-mediated 1. Vernacular
2. ‘Original’ <------- ► 2. Imitation and parody
3. The logic of spectacle 3. The logie of laughter
4. Part Two 4. Part Three
5. The first research question
In this table, the three fields, symbolised as A, B and C, pivot around the ‘cute’ and 
‘sexy’ dancing bodies in the music video. Using the Blackie Show as an example, I 
have addressed its relationship to the mass-mediated (between A and B) and to the 
vernacular (between A and C). The two latter categories (B and C) are intricately
The tendency is especially apparent in Cyndi’s case where a majority o f  her music videos are released 
in two versions with a dance version accompanying the official video (see Chapter 5).
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connected, in that kuso, as a vernacular cultural form, often targets the mass-mediated 
bodily representations. From pop stars to kuso praetitioners and further to an in 
between event such as the Blackie Show, the two research questions in this thesis can 
therefore be mapped in this table. In the first question, I inquire the process of 
eonstruction of the eorporeal knowledge demonstrated in the Prologue, of its 
constitutive principles, its historically-informed eultural assumptions, and its internal 
process of negotiation between different dancing styles. As this bodily sensibility 
derives from music videos, the seope of this question thus largely overlaps with, 
despite not being limited to, the mass-mediated field (B). In the second question, 
based on this corporeal understanding, I enlarge the scope to view the Blackie Show 
from a wider perspective as an ambiguous event taking place between mass-mediated 
and vernacular and between ‘original’, imitation and parody. I query its theoretical 
status, its operative logic and its relationship to the formation of corporeal knowledge 
and its social, cultural and historical significance in a global context. While this 
question derives from the in-between-ness embedded in the show (A), it is precisely 
in its bridging status of the two fields (B and C) that a study on the transmission of 
the dancing body needs to go beyond the scope in comprehending the Blackie Show 
as an isolated event per se. Rather, the dancing body needs to be projected into wider 
social, cultural, historical and aesthetic contexts, locally, regionally and globally. The 
two research questions derived from the Blackie Show therefore justify the selection 
of case-studies from mass-mediated (B) and vernacular (C) contexts.
Based on a hypothesis that cultural practices taking place in the above categories are 
events of translation, I analyse the music videos of the three most spectacular pop 
stars -  Cyndi, Jolin and Coco -  in Mandarin pop (Part Two) and the kuso videos 
targeting their construction of ‘cuteness’ and ‘sexiness’ (Part Three). I delineate, 
individually, the internal cultural logics through which translation is operated in these 
two fields -  the logic of spectacle (Part Two) and the logic of laughter (Part Three) -  
to argue that new meanings are created in the process of translation following the 
logic operated in the targeted field, generating different forms of ‘punned’ 
corporeality. In other words, I set out to suggest that corporeal puns materialise 
through various translational ‘moves’ of the dancing body taking place in 
transnational digital networks. In relation to the two research questions, while Part 
Two (B) is designed to answer the first research question on the constitutive principle
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of the corporeal knowledge, the in-between-ness I set out to examine in the second 
research question ean only be explored through a eomparison of Part Two and Part 
Three. Starting from the Blackie Show, I will, in the eonelusion, juxtapose the two 
logics operating in the above two fields (B and C) to delineate the embedded cultural 
mechanism of the show, the logic of exchange (A). This will be used as a means to 
explore the socio-cultural and historical significance of the foree of punning 
translation and uncover an embodied form of global cultural landscape. I will 
demonstrate that despite that the two research questions being located in different 
levels (A and B), they are two facets derived from the same phenomenon, the force of 
punning translation. The above table, therefore, forms the backbone of this thesis and 
will be constantly explored.
In order to examine the process of translation and the formation of corporeal puns, 
one of the starting points is the video text itself. Drawing upon contemporary 
approaehes in analysing music video (Vemallis, 2004; Dickinson, 2007) and film 
(Bordwell and Thompson, 2004), each case-study selected in this thesis features a 
detailed examination of the interaction between sound and image, with special 
attention paid to the dancing body (Section 1.1). The prioritisation of the video in 
this research derives from its transmissive ability in digital mediascape, reflecting the 
importance of visuality understood by contemporary cultural theorists as a form 
which has the ability to travel across national, linguistic and medial boundaries 
(Goodwin, 1992; Hall, 1991; Jameson, 1998; S. Shih, 2007). Within a geographical 
location, however, the commercial agenda within the music video means that its 
promotional scope often goes beyond visuality, reaching other media. For this reason, 
a study of the translation of the dancing body needs to take into account other forms 
of publicly available data, including newspapers, magazines, interviews, radio, online 
discussions, comments and arguments. The transnational / intermedial context in 
which the dancing body is located, as I set out to propose, is the contemporary 
condition for performance and, through case-studies, I will demonstrate that this 
character allows manipulation of the dancing body across medial boundaries, to 
embody multiple, often contradictory, meanings. The intermedial space, in this sense, 
is the ‘room’ through which the dancing body can be conceptually ‘manoeuvred’ 
through physical movement to aequire extra layers of meaning, propelling corporeal 
puns to materialise.
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Pun, according to the prominent contemporary literary theorist Walter Redfem (1984), 
is itself a word with double meanings: it can be used as a noun and also as a verb. As 
a noun, pun is defined as a unit (often in a linguist sense as a word) which contains 
‘more senses than one’,  ^ with different references in a ‘simultaneous’ semiotic 
competition (1984, p. 26). These competiting meanings are ‘situational’: different 
references ‘ply between two contexts, switching one for the other’ (1984, p. 23). As a 
wordplay, puns are therefore ‘turns on words’ in that the idea of ‘movement’ -  its 
verb form- is pivotal (1984, p. 23). As a verb, pun denotes the intrusion and the 
infiltration of meaning in the process of turning, switching and plying, creating 
‘bastards, immigrants, barbarians, [and] extra-ten*estrials’ (1984, p. 4). The goals of 
punning, as Redfem has insightfully stated, ‘are all about entertaining possibilities -  a 
pun itself, where “entertaining” is both an adjective and transitive present participle’ 
(1984, p. 179). In other words, puns playfully consider the possibility of creating an 
amusing effect through bending the existing meanings.
In this playful process, having ‘room to manoeuvre’, as argued by Redfem (1984, p. 
122), is one of the key features of pun and, in this thesis, this definition will be 
strategically and experimentally used to further theoretical frameworks and 
methodological models. The choice of this idea eomes from its punning potential 
within the definition, in that ‘manoeuvre’ can carry meanings of ‘movement’ both in 
physical and conceptural senses; it is precisely because of its double meaning that I 
place the term -  ‘movement’ -  in quotation marks. In its physical meaning, 
‘movement’ is the basic component for the development of choreography; dance, 
according to Jane Desmond, is ‘one subset of the larger field of movement study’ 
(1997, p. 31). The use of ‘movement’ in favour of other terms, such as choreography, 
is therefore based on its feature as the basic element upon which the meaning of 
dance is defined.^ Through physical articulation, ‘movement’, as stated by dance
 ^This definition comes from the inserted subtitle o f the second edition o f Redfern’s book (2000[1984]), 
which does not exist in the first edition (1984).
* Another important reason for my preference o f ‘movement’ over ‘choreography’ lies in the potential 
contradiction o f the latter term in popular cultural contexts. Choreography, according to Susan Leigh 
Foster (2010), is argued to be a much contested idea with its meaning continuing to shift according to 
historical contexts and aesthetic traditions. Early in the twentieth century, the term carried the 
meaning o f  ‘the individual act o f creating a dance’ and then shifted to the current idea o f ‘facilitating a 
collaborative encounter among dancers, directors, and artists in allied mediums’ (2010, p. 6). 
Moreover, in the context o f modem dance, the term can be used as the opposite to improvisation (2010,
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scholars (Foster, 1986; Cooper Albright, 1997; Desmond, 1997), can develop cultural 
meanings. The second meaning of ‘movement’ thus denotes the conceptual trail in 
the process of development. For this reason, a diachronic approach is often required. 
In this thesis, dance ‘movement’ in popular performances is argued as the drive for 
the development of the star images of pop performers, creating a conceptual 
‘movement’ in each case-study, which can be subsequently strengthened, questioned 
or diverted through body ‘movements’ in local cultural practices.
Taking the idea of pun as a basic supposition, its definition of having ‘room to 
manoeuvre’ will be used as the central theme to develop the theoretical frameworks 
and methodological models. Derived from the field of literary studies, this choice of 
approach reflects a lack of a systematic model in existing scholarly works in 
analysing the dancing body in popular culture as an active process of meaning 
creation across national and medial boundaries. Taking transnationality / 
intermediality into account, it is thus necessary to go beyond the field of dance 
studies in order to pursue an interdisciplinary framework. I suggest that Redfem’s 
pun theory will form a valuable platform to advance theoretical and methodological 
articulations and, for this reason, it will be continuously engaged throughout the 
thesis.
The proposition that the dancing bodies on the music video are various styles of 
corporeal pun which are constantly being translated throughout the transnational / 
intermedial fields forms the central focus of this thesis. Taking Redfem’s idea of pun 
as ‘room to manoeuvre’ in a literal sense, I explore the ‘room’ (Chapter 1), i.e. 
contemporary transnational / intermedial cultural space, and delineate the act of 
‘manoeuvring’ the dancing body (Chapter 2) by advancing the anthropological 
tradition of cultural translation. These two chapters will form the theoretical 
foundation, adjusting the largely literary-centred theory of pun into an embodied form 
of translation, which takes place in the field of popular culture. This theoretical
p. 3). In the music video, choreography often refers to collaborative practices between different parties. 
However, as dance plays an important role in the development o f star images, the collaborative 
practice can be either exaggerated to be a star’s exercise o f  individual creativity, or denied in order to 
emphasise spontaneous bodily ability (especially in Coco’s case, see Chapter 4). In this context, 
choreographers are often little known, playing a less important role compared with other dance genres. 
Dance is seldom called choreography but is simply referred to as dance or body movement. For this 
reason, this thesis prioritises the concept o f ‘movement’ over ‘choreography’.
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framework will be transposed into a methodological model, which I call the diagram 
of translation, to be further developed in conjunction with Judith Butler’s idea of 
performativity (1990) and Roland Barthes’s notion of sign (1972). Methodologically, 
this thesis is therefore based on an amalgamation of the theories o f Redfern (1984), 
Butler (1990) and Barthes (1972), each of which will be individually expanded and 
linked to others. Despite originating from different disciplines, it is my suggestion 
that this methodological configuration illuminates the formation of corporeal puns 
from different angles. This combined method thus provides a viable approach to 
understand the formation of gendered identity, bodily style and the issue of 
authenticity as a performative articulation (Butler) of different forms of sign (Barthes), 
and thus elucidates the formative process of different corporeal puns (Redfern).
For a structuring purpose, since this methodological configuration needs to be 
adjusted into the mass-mediated fields (B) and vernacular practices (C), it will be 
individually presented in the introduction to each part (i.e. Part Two Introduction and 
Part Three Introduction). From the first two chapters where Redfem’s notion of pun 
is theoretically substantiated through engagements with contemporary aesthetic and 
cultural theories, it is strategically altered, expanded and mutated as methodology to 
tackle case-studies in different social fields. These theoretical and methodological 
detours will be merged, in the Conclusion, to answer the overall research question 
revolving around the translation of corporeality and the punned body. I will argue 
that the ambiguity which the Blackie Show demonstrates -  as in between star and 
non-star, and in between ‘original’, imitation and parody -  is a moment of punning 
translation in motion. Through dancing, the logic of exchange is corporeally 
exercised, converting the logic of laughter into spectacle and simultaneously creating 
new forms of bodily pun based on the already punned corporealities with global 
imprints. Distributing, explaining and justifying the corporeal knowledge in a mass- 
mediated context, this moment signifies one of the major features of the force of 
punning translation to naturalise the local understanding of the body, propelling its 
history into formation. Through analyses of these transnational / translational bodily 
acts, I will call an extra layer of the global cultural landscape into materialisation, a 
corporealscape, whose seemingly contradictory function is a force through which 
local and regional histories are propelled. Taking Taiwan as a nodal point in 
contemporary corporealscapes, I hope, through the case-studies delineated in this
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thesis, to provide an analytical model, which pays attention to modes of operation in 
different locales and at the same time context-specifically takes into account global 
forces, regional influences and local imprints, for future studies on the dancing body.
0.2 Mapping the study: a literature review
As a researcher trained in an interdisciplinary context across the fields of social 
science, arts and humanities first in Taiwan and then in the United Kingdom, I have 
always found mass-mediated dance forms in East Asia, especially that of popular 
dance in the music video, incongruent to academic disciplines. The scarcity of 
literature on this theme, as I set out to demonstrate, derives from the ruptures in the 
historically- and disciplinary-influenced academic landscapes in both contexts. 
Against the vibrant and fast-paced industry of Mandarin pop, the disproportionate 
scholarly attention paid to this field is surprising. Yet it is precisely in the lack of 
academic engagement which suggests an ideal area for future research. The 
following ‘review’, therefore, is a fragmented account of works relating to the 
dancing body in the music video in Mandarin pop. Although it would appear that no 
such research currently exists, I will approach this lacuna taking into account current 
scholarly work in relation to the following themes: the body, especially the dancing 
body. Mandarin popular culture and music video. As the existing literature is 
scattered across disciplinary boundaries, I organise this review according to my 
experience of each field. Hence there is an implication of a first person perspective 
and a diachronic examination throughout this section. Despite the fact that this 
approach may not be comprehensive, I propose that it can provide an overview to 
form a foundation for this thesis.
Trained in Taiwan in the fields of anthropology and history, I have a keen interest in 
the cultural approach which characterises both fields, especially after the ‘cultural 
turn’ in the 1990s. Among this cultural approach, the issue of the body has been 
advanced, forming special research clusters. In anthropology, this trend in the 
Taiwanese academic field reflects anthropological ‘tradition’ in using the cultural 
approach as a means to analyse the body throughout the twentieth century (Mauss, 
1935; Douglas, 1970; Turner, 1967; Foucault, 1979; Haraway, 1993). Despite the
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above theorists comprehending the body differently/ the existing scholarly works 
form a firm foundation for the development of the issue of the body in Taiwan, 
ranging from body sensory experience such as taste and smell, within medical or 
other contexts (S. D. Yu, 2008). From this subset of the studies o f the body, the 
dancing body, despite being less discussed, has been noticed by scholars (C. F. Chao, 
2001; H. Lee, 2001). This trend produces a distinctive branch in the academic 
landscape, dance anthropology, with a focus on the documentation of aboriginal 
dance. However, influenced by the anthropological tradition of studying the 
marginalised communities, popular culture remains much less studied and the 
dancing body in the mass-mediated field remains largely overlooked.
The lack of attention to popular culture is also reflected in the field of history. 
Having closely associated with the approach of medical anthropology, there is an 
increasing number of studies centring on the issue of the body (Fu, 2005; J. Lee, 
2008), albeit popular culture is not within the orbit of this route. Leaving the medical 
understanding of the body, another noticeable approach is the analysis of the 
historical formation of body norms. In this approach, Jin-Lin Hwang (2009), one of 
the key scholars, analyses the developmental history of the military body from 1895 
to 2005, focusing on political influence on the construction of the body. Based on 
Foucault’s theory of body discipline (1979), Hwang’s understanding of the body 
reflects a concern for corporeality in everyday life, comprehending political force as 
the main drive of naturalising cultural discourse (also see Section 3.3). For this 
reason, Hwang’s study offers a valuable insight in understanding the formation of the 
body in the post-war era. However, despite extending his study into the twenty-first 
century, Hwang demonstrates an asymmetrical amount of attention towards 
govemmentality, neglecting other forces -  popular culture for example -  in 
disseminating, negotiating and mutating the norm of the military body. The 
appropriation of the military style in the mass media, such as Cyndi’s Honey, and its 
re-appropriation back to the military context, such as the cadets’ performance of 
Honey (see Section 7.5), can only be adequately understood through a delineation of 
the logic of popular culture. This lack of insight in understanding the formation of
 ^For a concise overview, see Moore and Kosut (2010).
For a systematic review on this field, see Wu and Huang (1999).
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contemporary corporeal history, therefore, creates a significant gap among the 
scholarly works to date.
The study of popular culture is, perhaps, one of the most ‘popular’ subjects in Taiwan 
among literature, media and gender studies. Influenced by contemporary cultural and 
literary theories, wide and rich discussions are induced ranging from stardom (E. Tsai, 
2005, 2007, 2010), subcultural studies (I. I. Chang, 2000), and socio-cultural, 
economical and political readings of the popular (H. Chang, 1995, 2007; Chun, 
1996a). However, the issue of the body, especially the dancing body, does not seem 
to be regarded as a medium in its own right.
The lack of the dancing body in the studies of popular culture is in sharp contrast to 
the field of dance studies. Apart from the above mentioned field of dance 
anthropology, there is a justified domination of modem dance, overshadowing other 
aesthetic forms, especially that of the popular culture. This phenomenon is reflected 
in the first anthology of theoretical studies of dance in Taiwan, Dance Studies and 
Taiwan: the Prospect o f  a New Generation (2001), which shows an unbalanced 
amount of research focused on Cloud Gate Dance Theatre, also known as the ‘glory 
of Taiwan’ (Y. Chao, 2001; Huang, 2001; Y. Lin, 2001), with studies of dance 
anthropology forming the second most frequent. This situation, explained by the 
editors, is ‘inevitable’ owing to ‘the dominant presence of Cloud Gate in Taiwan’s 
dance scene’, as well as ‘the company’s visibility on the international dance stage’ 
(Chen and Chao, 2001, p. 104). In this statement. Cloud Gate as the principal site of 
investigation for dance scholars is justified, establishing modern dance as a 
hegemonic field of study in dance academies. Contemporary writings in the 
discipline of Taiwanese dance studies are almost synonymous with modem dance, 
especially Cloud Gate. This phenomenon, as I set out to explore, is deeply influenced 
by post-war socio-political milieu (see Section 3.4) and, in a recent study on the 
changes of social value of dance in Taiwan, is comprehended as a form of symbolic 
violence (Tai, 2010).
Following my relocation to England, I re-engaged with cultural studies with a special 
attention to Chinese diasporic perspectives. With a keen interest in transcultural 
communication, cultural theorists have paid special attention to the transmissive
18
Introduction
potential of contemporary culture (Bhabha, 1994; Chow, 1995; S. Shih, 2007) and 
this highlight is, in East Asia, characterised by abundant research taking popular 
culture as the theme (K. Chen, 1998; Abbas and Emi, 2005; Emi and Chua, 2005; 
Chen and Chua, 2007).*’ However, the dancing body on the music video, as one of 
the most significant media in transnational online transmissions as demonstrated in 
the Prologue, has received little attention.
In the field of music video studies, despite there being a vibrant discussion on the 
relationship between sound and image in recent years (Vemallis, 2004, 2007; Beebe 
and Middleton, 2007; Dickinson, 2007), the dancing body, in the sound-image 
encounter, is not regarded as a medium in its own right (see Section 1.1). From the 
perspective of dance scholars, the lack of attention to the dancing body on the music 
video has been noticed and research has been conducted to fill this gap (Buckland, 
1993; S. Dodds, 2009), offering a significant insight to this thesis. However, dance 
scholars’ works on music video to date remain disproportionately small and it is fair 
to argue that there is an absence of the body in music video studies in general. Most 
importantly, these two approaches -  music video studies and dance scholars’ 
viewpoints on music video -  remain largely confined to American and European 
contexts; the existing scholarly work to date has not yet reached outside these spheres, 
leaving the rich, vibrant and diverse field of East Asian popular culture largely 
unnoticed.
The dancing body in the music video, therefore, exists in the disjuncture within 
different disciplinary ‘flows’ in the transnational academic landscape and it is in this 
hiatus that this thesis commences. The American historian Kristin Hoganson once 
pointed out that ‘ [t]rying to fit things into categories that do not contain them neatly 
can lead us to reconsider those categories’ (2004, p. 322). The fact that the dancing 
body in East Asian music video prove to be a powerful and effective form for modem 
communication, and the fact that these corporealities do not immaculately fit into any 
discipline, call the above fields to reconsider the neglect of these mass-mediated
" Abbas and Emi (2005, p. 3), for example, cite the academic activities in Asia cultural studies. Up to 
the year 2005, these activities included the first Asian-based journal, Inter-Asia Cultural Studies. 
Commencing in 2000, the journal also organised conferences across Asian locales including Taipei and 
Fukuoka. Other key conferences included Trajectories: Toward an International Cultural Studies 
convened in Taipei (1992), and The Critical Dialogues in Cultural Studies in Hong Kong (2001). 
There is, however, a lack o f the dancing body in this loosely defined field (see Section 2.1).
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corporealities. This thesis is therefore an attempt to highlight the importance of these 
largely-overlooked dancing bodies on the music video revolving around ‘cuteness’ 
and ‘sexiness’, two of the dominant tropes in the construction of the female body in 
East Asia. My aim is to construct a viable theoretical and methodological framework 
to investigate these ambiguous corporealities based on the hypothesis that these 
dancing bodies are various forms of ‘punned’ corporeality, materialising through the 
force of punning translation across medial and national boundaries. This idea forms 
the conceptual axis of this thesis and my purpose, apart from proving this proposition, 
is to delineate its social, cultural and historical significance in the contemporary 
world.
0.3 An overview of the thesis: the structural outline
This thesis is divided into three parts with the first part contextualising the field, 
followed by two parts of case analyses individually focusing on the mass-mediated 
and the vernacular practices. In Part One, I establish the theoretical framework and 
cultural context in Taiwan. Centring on Redfem’s idea of ‘room to manoeuvre’, I 
theorise the idea of the ‘room’ (Chapter 1) and the act of ‘manoeuvring’ (Chapter 2), 
and at the same time locate these acts of theorisation in the post-war historical context 
of Taiwan (Chapter 3), which underpins the history of the body, foregrounds the 
emergence of Mandarin pop and shapes the logic of spectacle.
Chapter I analyses the idea of the ‘room’ i.e. the contemporary context through 
which popular culture is experienced, to provide a theoretical and methodological 
foundation. I point out two major features of this space — transnational (Appadurai, 
1996) and intermedial (Chappie and Kattenbelt, 2006) -  to argue the importance of 
music video in the field of popular culture and at the same time to negotiate a method 
of analysing the dancing body in the music video. Moreover, with the advance of 
digital networks, audiences’ experiences of popular culture and the popular culture 
per se are fundamentally transformed into an interactive form (Best and Kellner, 1998, 
1999). Against this contextual transformation, I propose the idea of punster to 
replace the contradiction-laden term ‘fan’ to incorporate different social agents, 
including pop stars and audiences. In the end, I provide a reformulated methodology,
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cyberethnography, to support this theoretical alteration. This intermedial and 
interactive form of mediascape, as I set out to theorise, provides a ‘room’ through 
which punsters can manoeuvre.
Chapter 2 revolves around the act of ‘manoeuvring’. Focusing on theories of cultural 
translation (Bhabha, 1990; Chow, 1995) in tandem with Stuart Hall’s notion of 
articulation (see Hall in Grossberg, 1996), I set out to conceptualise the act of 
‘manoeuvring’, drawing attention to contemporary cultural theories. While the 
insights provided by the above-mentioned theories are valuable, they nevertheless 
largely overlook issues of the body, especially the dancing body. This chapter 
attempts to meld current theories on cultural translation into corporeality. Drawing 
upon the idea of the politics of the body (Bordo, 1993), corporeal style (Butler, 1990; 
Desmond, 1997;Fensham, 2009) and dance theories (Thomas, 1995; Dempster, 1995; 
Foster, 1996; Cooper Albright, 1997), I delineate a corporeal-centred understanding 
in the theory of cultural translation, calling a new notion of ‘corporeal translation’ 
into being as a means to theoretically substantiate a cultural practice of 
‘manoeuvring’.
Chapter 3 investigates the historical condition which foregrounds the emergence of 
the dancing body in Mandarin pop. Focusing on the Taiwanese post-war era, I argue 
that Mandarin, as a language, and the masculinised military body, as a type of 
corporeal configuration, were interactively constructed through cultural policies. I 
demonstrate that the rise of the female dancing body in the public domain is a 
continual process of corporeal translation. Moreover, I suggest that the post-war 
historical context gives rise to the musical genre of Mandarin pop and its logic of 
spectacle. I propose that this logic is constructed by two analytical spectra -  
geographical imaginations (ranging from localism to internationalism) and gendered 
representations (ranging from ‘cuteness’ to ‘sexiness’) — in that the ideas of glamour, 
upper class and foreigimess are significantly advanced, underpinning contemporary 
popular cultural performances.
In Part Two, the idea of ‘room to manoeuvre’ will be transplanted as methodology 
into the diagram of translation, to be linked with Butler’s theory of performativity and 
Barthes’s idea of signs. Taking the three stars as punsters with their images being
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largely a result of sign articulation, I analyse three different modes of punning, or 
methods of signification: localisation in Coco’s ‘sexiness’ (Chapter 4), re-routing in 
Cyndi’s ‘cuteness’ (Chapter 5), and internationalisation in John’s ‘sexy cutie’ 
(Chapter 6). Through a process of re-articulation of the politics of their dancing 
bodies, I set out to demonstrate that the three stars performatively acquire extra layers 
of meaning and manoeuvre / translate their star images towards the logic of spectacle 
through dance.
In Chapter 4, through a music video analysis, I point out that Coco’s dancing body 
materialised through an interplay between ‘sexiness’ and ‘American-ness’, 
constructing the first meaning of her star image with eroticism. However, against the 
local socio-political context, I analyse the process of translation through which 
Coco’s ‘Americanised’ ‘sexiness’ is sinocised and desexualised to comply with local 
cultural sensibilities, resulting in a context-specific definition -  the second meaning -  
of her star image, sex-less ‘sexiness’. Coco’s dancing body is, therefore, a punned 
corporeality featuring a continuous localising attempt.
In Chapter 5, I point out, again tlirough a music video analysis, that Cyndi’s 
presentation of ‘cuteness’ overlaps with the Japanese idea of kawaii (cuteness) to a 
great extent, producing her dancing body through an interplay between ‘cuteness’ and 
‘Japanese-ness’. However, against the local socio-political context, I delineate the 
way of translation through which sexual potential in kawaii is erased and her 
Japanese subtext is carefully downplayed, resulting in a context-specific definition 
which puns her ‘cute’ dancing body on the music video. It is a process of localisation 
and re-routing, through which ‘cuteness’ is recreated to be sex-less and is emphasised 
to be ‘Made in Taiwan’.
Chapter 6 investigates John. Originally marketed as a ‘cute’ star, her early star image 
is characterised by localism and her apparent lack of dance ability, both of which are 
considered as countering the logic of spectacle. Against this background, there is a 
tendency over the years to emphasise her improvement in dance through displays of 
difficult techniques. Through a video analysis, I analyse the mode of 
internationalisation in the process of corporeal translation. This mode puns her 
earlier corporeal configuration by depicting a hyper-sexualised feminine
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representation in American and European contexts, highlighting the logic of spectacle 
in Mandarin pop.
Comparing the three diagrams of translation derived from the case-studies. Part Two 
ends with an analysis of the corporeal hierarchy demonstrated in the Prologue. I 
argue that this hierarchy materialises from the interplay between different cultural and 
corporeal signs alongside the two analytical spectra -  gender representation and 
geographic imagination -  in the process of translation, resulting in different forms of 
bodily puns which can be compared. This engagement with the construction of the 
dancing body in the mass-mediated field is a direct response to the first research 
question.
Part Three switches attention to the vernacular field, beginning with a development of 
methodology. Centring on the diagram of translation, I advance Butler’s theory 
(1990) and Barthes’s idea (1972) articulated in Part Two as methodology to explore 
six case-studies of fan videos commonly categorised as kuso. Theoretically based on 
Bhabha’s theory of translation (1990), I explore different modes of displacement 
which include (but are not limited to): interruption, exaggeration, hybridisation, 
generalisation, localisation, re-routing and (re-) recycling (Chapter 7). I argue that 
these strategies in the process of translation are operated according to the logic of 
laughter, creating punned corporealities based on the dancing bodies in a mass- 
mediated context. However, as these cases are mainly based on John and Cyndi, 
rather than Coco, I explore this curious phenomenon at the end of this part. I argue 
that the corporeal hierarchy may condition the emergence of parody, reflecting 
Redfem’s understanding of pun as ‘neither exclusively conservative nor subversive, 
but contestatory’ (1984, p. 182). This part will, at the end, suggest that the contesting 
quality in kuso is nevertheless subject to conditions; one of these being the success of 
the corporeal translation itself.
The analyses in these two parts pave a way back to the disjunctive and ambiguous 
dancing body in the Blackie Show, which will be explored in the conclusion. Through 
a comparison of the above two sets of case-studies — the mass-mediated and the 
vernacular -  I compare their logics of spectacle and laughter to propose a logic of 
exchange which operates at the performing moment in the Blackie Show. Reading the
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dancing bodies as events of corporeal translation, I analyse the cultural mechanism 
embedded in this moment to argue another version of punned corporeality based on 
the two fields. Through analysing its modes of operation, cultural assumptions and 
global imprints, I seek to demonstrate that the mechanisms embedded in these 
transnational / translational bodily acts are important cultural forces, locally, 
regionally and globally. These mechanisms propel local histories on a global scale, 
indicating the existence of an extra layer of global cultural landscape, a 
corporealscape. The Blackie Show, therefore, is one of the events within its busy 
junction in East Asia.
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Chapter One
The idea of the ‘room’
Locating the dancing body of the pop star in a contemporary transnational and 
intermedial space
Introduction
Engaging with Redfem’s notion of pun, as having ‘room to manoeuvre’ (1984, p. 122), 
this chapter sets out to delineate the meaning of the ‘room’ in contemporary popular 
culture to articulate corresponding theoretical and methodological positioning. 
Through revisiting the watching experience detailed in the Prologue, I explore two of 
the major features which characterise contemporary experiences of the popular 
culture: transnational (Appadurai, 1996) and intermedial (Chappie and Kattenbelt, 
2006). This chapter is divided into three sections; each section analyses an aspect 
derived from the transnational intermediality and its theoretical / methodological 
implications which influence the development of this thesis.
The first section (1.1) centres on a medial perspective, exploring different parameters 
which influence the experience of popular culture. Focusing on visuality, star image 
and music video, I examine their dialectic interactions with the transnational force of 
intermediality. I evaluate the significance of the music video to point out its major 
status in popular culture. Through engaging with scholarly work (Vemallis 2004; 
2007; Beebe and Middleton 2007; Dickinson 2007), I negotiate a method of analysing 
music video, and at the same time highlight the importance of the dancing body. The 
method developed in this section will be the key approach in analysing music video in 
this thesis.
In the second section (1.2), I switch to focus on the role of audience within the 
transnational and intermedial context. I assess the degree of change brought about by 
the Intemet especially in the past two decades to point out that the Intemet has
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blurred the traditionally-defined fields of mainstream and subculture. It offers 
audiences more opportunities for manipulation, creating interactive forms of social 
engagement between different users. From this context, this section will suggest a 
switch of theoretical term to describe these types of audience: from ‘fan’ to ‘punster’. 
This section offers a theoretical grounding to the thesis, justifying my use of punster 
in the chapters to come.
The last section (1.3) attempts to delineate a methodological positioning. Starting 
from the transnational intermedial feature of contemporary cultural experience, I 
explain my choice of an underlying approach -  cultural studies -  and delineate its 
feature, a tendency to reinvention. This feature will be used to articulate a 
methodology, reformulating anthropological ethnography into cyberethnography, an 
approach which will be engaged as an aid for music video analysis throughout the 
case-studies.
1.1 Contemporary popular culture as a transnational and intermedial experience: 
locating music video in the construction of the star image
Contemporary popular culture is a transnational and intermedial experience. As 
demonstrated in the Prologue, my watching experience of a television programme 
reflects a world of disjuncture on several levels. From a medial viewpoint, the online 
clip is a digital!sed, re-encoded and fragmentised online version of a nationally- 
broadcast television programme. The programme may be cut differently, being 
named and uploaded according to personal preferences. The television programme is 
therefore displaced from its original context into many short clips. From the 
perspective of the audience, displacement is demonstrated in my diasporic 
background, in the searching process for a video originating in Taiwan via China and 
the United States. Moreover, with the video being arbitrarily named and uploaded, it 
can either be easily located with correct keywords, or be almost untraceable should 
the conventional title not be in place. Furthermore, from a temporal perspective, the 
digitalised and uploaded version of the video allows different watching experiences to 
materialise. The idea of watching television is no longer a collective cultural practice
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which happens in a homogeneous time and space; it is mediated by transnational and 
intermedial experiences which are heterogeneous in nature.
In this section, through engagements with contemporary cultural theorists, I set out to 
substantiate the above experience of a popular cultural event and to theoretically draw 
attention to the presence of the largely-overlooked dancing body within existing 
scholarly works. Based on Redfem’s concept of pun as having ‘room to manoeuvre’ 
(1984, p. 122), I analyse the ‘space’ through which different forms of ‘punned’ 
corporealities emerge and at the same time delineate the fragmented existence of the 
dancing body. Pivoting on the disjunctures demonstrated in the above watching 
experiences, I will approach this phenomenon from a wider scale as an event taking 
place in the contemporary transnational mediascape (Appadurai, 1996) which is 
characterised by intermediality (Chappie and Kattenbelt, 2006). Based on these two 
major frameworks, I venture into the field of visuality, popular culture, star image and 
music video, each of which, to a certain extent, dialectically influence the 
transnational and intermedial experiences. Within the field of popular culture, 
especially in the realm of music video studies, I delineate the importance of the 
dancing body from current scholarly works. This attempt will facilitate the 
articulation of one of the key methods in analysing the dancing body in the music 
video in Part Two and Part Three.
The disjunctures shown in the above watching experiences present the key features of 
modem culture. According to Arjun Appadurai (1996), modemity is characterised by 
the force of deterritorialisation on an everyday basis; it takes media and migration as 
its two major, and interconnected, diacritics, constmcting an experience of the world 
which is both transient and transnational, a modem condition aptly reflected in my 
experience of the Blackie Show. In this cultural topography of modemity, 
subjectivity is built on ‘the work of the imagination’, which is a collective social fact 
yet operating through the ‘quotidian mental work of ordinary people in many 
societies’ (1996, pp. 4-5). This set of imaginations is composed o f -  but not limited 
to -  five basic forms of the global cultural flow, which are deeply perspectivally 
constmcted: ethnoscapes, mediascapes, technoscapes, financescapes, and
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ideoscapes. * In the case of the Blackie Show, as a popular television programme 
which forms a part of Taiwanese everyday life, the show demonstrates the existence 
of a set of collective understandings, which takes a corporeal form. This collective 
corporeal knowledge, therefore, is an embodied form of the work of imagination 
which is intensely influenced by the ruptured cultural landscape^ and at the same time 
deeply uniform and normative. Taking the Blackie Show as one of its numerous 
intersecting points, this embodied form of imagination exists between popular culture 
and youth subculture, taking the female dancing bodies on the music video as its 
agent.
These gendered dancing bodies are experienced in between different media. In the 
Prologue, the video is transmitted from television to the Internet, with my locating 
attempt zipping from BBS to blog and then to Google and YouTube. This 
phenomenon reflects Chappie and Kattenbelt’s insightful statement that 
‘intermediality is the modern way to experience life’ (2006, p. 24), which refers to the 
condition of being surrounded by different forms of media.  ^ Locating in this 
transnational and intermedial space, the Blackie Show is popularised with the advance 
of visuality, popular culture, star image and music video. Each of these themes 
dialectically influences and expands the transnational intermedial space, with the 
dancing body forming one of the most prominent features.
In my online searching process for the Blache Show, a video clip — as a visual 
format -  is at the centre of the intermedial context, testifying to the priority of 
visuality in contemporary mediascape. Indeed, the importance of visuality has
' Ethnoscape refers to the landscape o f  persons whom the contemporary world is composed of. While 
mediascape denotes the capabilities o f electronic media o f producing and disseminating information, 
technoscape marks the capacity o f  technology in its high speed transmission. Financescape signifies 
the rapid movements the global capital now travel; and ideoscape indicates how the image may 
directly carry political counter/ideologies in the world today (Appadurai, 1996, pp. 33-6).
 ^The parameters include gender, nationality, age, etc. For example, the answer to the quiz, which is 
based upon a shared corporeal knowledge, is self-evident to the two girls, as well as one o f the men, 
yet totally incomprehensible to the other man. It points to a fragmented landscape where there may be 
shared cultural assumptions, albeit not shared by everyone.
The idea o f intermedia, in this thesis, is used synonymously with multimedia. This use does not, 
however, neglect the theoretical nuance between these two terms. When the idea o f  intermedia has 
been first proposed in 1969, by Dick Higgins, the concept was coined to be distinguished from, 
although not excluding, multimedia. In his theory, multimedia denotes the simultaneous existence of 
multiple media, while intermedia highlights the interaction between them. However, this division is 
often debatable; Yvonne Spielmann, for example, has pointed out that the understanding o f  
intermediality ‘shifts in different discourses’ (2005, p. 136).
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already been pointed out by cultural theorists. For Stuart Hall, image dominates the 
modern means of cultural production, having the ability to cross and re-cross 
‘linguistic frontiers much more rapidly and more easily’ (1991, p. 27); for Fredric 
Jameson (1998), the ‘cultural turn’ in the postmodern age is a turn to images, 
demonstrating its significance as ‘the commodity today’. In the field of popular 
culture, Andrew Goodwin states that ‘pop performance is a visual experience’ (1992, 
p. 33), while, in regard to non-Western cultural products, Chinese cultural theorist 
Shu-Mei Shih argues that the visuality has stimulated a surge of ‘an unprecedented 
degree of translatability and transmissivity’ across national, linguistic and medial 
boundaries (2007, p. 8). In the Prologue, the dominance of visuality is apparent, 
characterised by its propensity to break social, cultural, national and medial 
boundaries. The search for a video is now a transnational and intermedial experience, 
and new forms of media -  little-known Internet services for example -  are constantly 
being ‘discovered’ in this process. In this sense, there is a dialectic relationship 
between visuality and intermediality: while different forms of media help to distribute 
visual products; visuality also tests the boundary of, and enlarges upon, the scope of 
intermediality itself.
Mediated by intermediality, this transnational experience of visuality centres on the 
production of stardom, which is itself intermedial in construction. Demonstrated in 
the Prologue, the show is about stardom with the performing girl imitating other stars 
in order to become one. In the production of stars, star image, argued by Richard 
Dyer, is constructed by ‘a complex configuration of visual, verbal and aural signs’ 
(1979, p. 34), consisting of ‘everything that is publicly available about the stars’ and 
therefore is always ‘extensive, multimedia, intertextual’ (1986, pp. 2-3). In this sense, 
contemporary popular culture in general and the star image in particular, despite 
being heavily influenced by visuality, go beyond visuality to encompass wider 
intermedial experiences.
Within the intermedial construction of the star image, music video is arguably one of 
the most important sites. While Kobena Mercer states that ‘pop videos are now 
prerequisites to break singles into the charts’ (1994, pp. 35-6), Douglas Kellner 
argues that global superstars would never have achieved their fame ‘without the 
spectacular production values of their music videos’ (2003, p. 8). Most significantly,
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going beyond the television channels (such as MTV in the United States), musie 
video is now enjoying ‘a major renaissance’, being distributed, viewed, downloaded 
across different forms of media, including ‘DVDs and enhanced CDs; on PDAs, cell 
phones, and other wireless communication devices; and, perhaps most importantly, 
on the Internet’ (Beebe and Middleton, 2007, pp. 2-3). Through digital networks, 
music video has become a transnational and intermedial phenomenon in the 
contemporary world.
The dominance of the music video means that the format assumes an important role 
in the construction of the star image and ‘the play of signs and meanings in the music 
video’ has become a central theme to draw audiences’ attention (Mercer, 1994, pp. 
38). Indeed, as Sherril Dodds states, the sound-image relationship ‘is never aibitrary’ 
(2009, p. 250-1); it seeks to create ‘a sensoiy experience that reflects the chaiacter of 
the singer/band’ to ‘construct performing bodies inscribed by promotion’ (2002, p. 
243). Reverting to Debord’s theory where spectacle is comprehended to be an 
‘authentication of illusion as more real than the real itself (cited in Best and Kellner, 
1999, n.p.), the music video -  with a manipulated relationship between sound and 
image -  is now a contemporary form of reality, through which star image, 
corporeality and dance styles are constructed, authenticated and experienced.
Starting from Redfern’s notion of pun -  ‘room to manoeuvre’ (1984, p. 122) -  this 
section commences with a wider framework, theorising the transnational and 
intermedial experience of the popular culture. This approach is subsequently 
narrowed down to focus on star image and music video. Through an engagement 
with current scholarly works (Vemallis, 2004; 2007; Beebe and Middleton, 2007; 
Dickinson, 2007), I have pointed out that music video, as a medium, has become a 
major force in the construction of star image and suggest that this process takes place 
in the sound-image intersection. My view in taking the music video as a meeting 
point between sound and image originates from a deadlock in so-called ‘first wave 
music video scholarship’ between a sound-centred approach (e.g. Goodwin, 1992) 
and an image-centred viewpoint (e.g. Kaplan, 1987). Moving away from this first
The so-called ‘first wave music video scholarship’, according to Beebe and Middleton (2007, pp. 4-6) 
refers to scholars from television studies and popular music studies approaches and includes Andrew
30
Chapter One
wave scholarship, I draw upon a body of research works centring on Beebe and 
Middleton (2007), to view music video as a ‘media hybrid’ with the relationship 
between sound and image, assembling ‘a thoroughfare with two-way traffic’ where 
various components in the music video ‘waver opportunistically between states of 
separation and attachment’ (Dickinson, 2007, pp. 13-5). In other words, there is a 
constant ‘give and take between sound and image’ (Vemallis, 2007, p. 112). 
Therefore, from a methodological perspective in analysing music video, I will focus 
on the idea of interaction to delineate how cultural meanings are created in the 
interplay between sound and image .
To revisit the Blackie Show, the methodology proposed by Beebe and Middleton 
(2007), however, reveals its blind spot: the lack of analytic framework for the dancing 
body. By this I do not mean that the subject of dance and issue of the body are 
entirely ignored. Among Middleton and Beebe’s categorisation o f ‘mainstream’  ^
music video scholarship, dance and the idea of the body have been noticed since the 
1980s. For example, Kobena Mercer (1994) analyses dance in Thriller as part of 
Michael Jackson’s constmction of his star image. Andrew Goodwin also provides a 
preliminary analysis of the relationship between music and movement (Goodwin, 
1992, pp. 68-71). Beyond the scope of the ‘first wave scholarship’, Carol Vemallis 
articulates a concept of the ‘phantasmagorical body’ (2004, pp. 44-7; 2007, pp. 133- 
4), while Kay Dickinson notices the issue of the body in the encounter between sound 
and image (2007, pp. 15-6).
However, apart from Mercer’s essay, which places dance in a more prominent 
position, most of the scholars under this ‘mainstream’ categorisation regard dance as 
one of the visual parameters and, therefore, the attention paid to the dancing body is 
often disproportionately small. Taking Carol Vemallis’s Experiencing Music Video, 
one of the key texts in the field in recent years, as an example, its table o f contents is 
organised by the ‘key components’ of the music video with her explaining that ‘a 
good way to begin an analysis is to consider one aspect of a medium in light of 
another’ (2004, p. xiv). However, the discussion of the constmction of star’s dancing
Goodwin, Simon Frith, Lawrence Grossberg, E. Ann Kaplan and Lisa Lewis. It is under these two 
disciplinary approaches that the debates between sound and image are located.
By using the term ‘mainstream’, I refer to what Middleton and Beebe named as the ‘first wave music 
video scholarship’, see note 4.
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body is scattered in different chapters. The issue of the star is examined under ‘actor’, 
while her concept of the ‘phantasmagorical body’ is articulated in the chapter on 
‘editing’. In this sense, dance, or the dancing body, in the music video has not been 
considered as ‘a medium’ in its own right.
As a field shared between television studies and popular music studies where sound 
and image are highlighted (Beebe and Middleton, 2007, p. 5), the inadequate attention 
paid to the dancing body -  understood to be one form of image -  in ‘mainstream’ 
music video scholarship becomes more apparent. As Angela McRobbie points out, 
among all the aieas of popular culture, dance ‘remains the least theorised, the least 
subject to the scrutiny of the social critics’ (cited in Goodwin, 1992, p. 68). Although, 
up to the present, McRobbie’s comment may seem to be dated, it remains adequate to 
describe dance among ‘mainstream’ music video scholarship, where the dancing body 
is noticed, yet its importance is not fully addressed. This omission is to be regretted, 
for dance is a regular component in the music video, and the body remains one of the 
prominent features of the format. As Theresa Buckland puts it, in the music video, 
‘dancing frequently forms a clearly discernible element’ (1993, p. 53); while Sherril 
Dodds also points out that dancing bodies ‘frequently operate as a major component 
of music video’ (2002, p. 232).
Moreover, the dancing body often functions as a junction in which sound and image 
are encountered. Goodwin accurately puts it that ‘ [a] further link between sound and 
image clearly occurs, through the medium of the body, in dance' (1992, p. 68). 
Following Goodwin’s viewpoint, Dickinson also states that ‘the implication of this 
mutability [between sound and image] becomes extremely poignant [sic] when the 
body is being portrayed and discussed in these visual and musical encounters’ (2007, 
p. 15). In this sense, when Medium Cool (2007) sets out to highlight the interaction 
between sound and image in order to balance the asymmetric research direction 
within ‘first wave’ music video scholarship, its insufficient attention towards the 
dancing body paradoxically reveals its own blind spot.
In this thesis, following the insight of dance scholars (Buckland 1993; Dodds 2002; 
2009), I argue that the dancing body needs to be understood as an independent feature 
in its own right in the sound-image intersection in the music video. This need is
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supported by my experience of the Blackie Show in that the dance is performed by a 
girl wearing headphones. Located in a talent show with the girl dancing to music 
only audible to herself, the audience was deprived of the song and the image of the 
original music video, and only had rhythmic beat in the background which did not 
relate to any of the stars. In this instance, the two parameters -  sound and image -  
have lost their potential as analytical tools. However, the lack of these two features 
did not impede the dancing body’s capacities to convey corporeal meanings. The 
idea of ‘cuteness’ was immediately recognised by a majority of the guests and 
Cyndi’s Love You was instantly performed by one of the male guests in 
synchronisation with his singing. The dancing body in the music video is so visible 
that it can be instantly identified, and so audible that the song can be immediately 
recalled and the original choreography duplicated; it is arguably the most 
recognisable medium in the music video, in the star image and in popular culture, 
being capable of conveying cultural meanings and to lead other media -  sound and 
image -  effortlessly. The dancing body is, therefore, an analytical parameter per se 
which is constructed through music video yet acquires a corporeal priority which is 
independent from other parameters once constructed.
From the transnational cultural spaces (Appadurai, 1996) to intermedial experiences 
(Chappie and Kattenbelt, 2006), I have theoretically explained the major features of 
contemporary cultural experiences, serving a purpose to substantiate the idea of the 
‘room’ that I set out to explore. These acts of theorisation provide a part of the 
foundation to understand Redfem’s notion of pun as having ‘room to manoeuvre’ 
(1984, p. 122) and thus to advance the hypothesis in understanding the ‘punned’ 
corporeality in contemporary popular culture. Within these fields, I have pointed out 
the significance of the music video in the transnational intermedial space and 
highlighted the importance of the dancing body in the sound-image intersection. I 
argue that the dancing body in the music video needs to be comprehended as a 
medium per se\ this emphasis will form a nodal point to advance the issue of 
corporeal translation (Chapter 2). Analytical methods discussed in this section will 
also be used to examine case-studies throughout the thesis.
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1.2 The Internet, the contemporary definition of ‘fan’ and the interactive 
spectacle
Starting from the transnational and intermedial experiences o f popular culture 
(Section 1.1), this section sets out to analyse the modus operandi of these media -  
now largely online -  and its influence on contemporary life. Through the Internet, I 
argue that this transnational intermediality has directly transformed the medial 
experience into an interactive form and, for this reason, the traditional division 
between pop stars and fans needs to be redefined. In this section, I develop the 
concept of ‘punster’ as a means to revise the role of different social agents in cuirent 
mediascape.
The expansion of the Internet to the public sphere in the 1990s dramatically altered 
the contemporary mediascape. Termed the network society, the Internet features fast, 
extensive and interweaving communication, creating new types of economy and 
facilitating simultaneous mass communication on a global scale; it produces a 
dynamic interrelationship between the development of technology and the process of 
socio-cultural change (Castells, 1996). In terms of the degree of this interrelationship, 
there are, however, different scholarly understandings. While Frank Webster (2001), 
in agreement with Manuel Castells, states that the Internet merely adds an extra layer 
of online interaction to existing social relationships, Nicholas Gane (2005) insists that 
Internet-related technologies have directly transformed the pattern of everyday life.
Reverting to the Blackie Show, my watching experience seems to favour Gane’s 
viewpoint in that the audiences play an active role in manipulating the existing social 
networks through uploading, searching and active online engagements with other 
users. This phenomenon confirms Clay Shirky’s view that in the age o f the Intemet, 
‘no one is a passive consumer anymore because everyone is a media outlet’; the 
Intemet is now ‘things to do, ways to express yourself, means to connect with others 
and extend your own horizons’ (cited in Jenkins, 2007, p. 357). In this vein, the 
Intemet arguably has radically altered contemporary social life, a phenomenon which 
is closer to Gane’s theory.
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Against the above argument which seems to provide a ‘general’ outline of the 
experience of the Internet, it is necessary to note that the online network is unevenly 
experienced in the contemporary world, reflecting the feature of modemity as being 
‘a deeply historical, uneven, and even localizing process’ (Appadurai, 1996, p. 17). 
In research on the history of Intemet usage, Goggin and McLelland (2009) point out 
that despite East Asia now having the world’s highest population of Intemet users, the 
penetration rate for personal computers was relatively low in the early age ol the 
Intemet. This is caused by the delay in overcoming the specific orthography of 
character-based scripts, resulting in a lack of office automation phase in China and 
Japan, which is in sharp contrast to the experience in most Western countries (2009, p. 
8). Goggin and McLelland therefore argue that it is not possible to talk about the 
Intemet as if it were ‘a single phenomenon’ or had ‘a simple history’ (2009, p. 10),
Indeed, different histories and cultural experiences characterise contemporary use of 
the Intemet. In my watching experience, the Blackie Show was first encountered, not 
on a website, but on BBS (Bulletin Board System), a computer network system 
developed during the 1970s (Senft, 2003, pp. 45-8). Despite BBS’s fading popularity 
with the rise of the Intemet during the 1990s, it has remained extremely popular 
among Taiwanese youth groups.^ In Asia, the mediascape of the Intemet is also 
largely different regardless of the geographical proximity. This is especially apparent 
comparing Taiwan to China, where, in the latter case, state censorship, nicknamed the 
Great Firewall, remains in action, and sites such as ‘ YouTube, Twitter and Facebook 
are, in effect, permanently blocked’, resulting in ‘localised’ web services (Macartney, 
2010, n.p.).^ In this vein, the Intemet is far from being an autonomous tool; it is 
influenced by historical and cultural experiences which are deeply localised and 
heterogeneous.
Among the multiple and shifting experiences of the Intemet, there is a change in the 
role of the audiences. As Henry Jenkins asserts, the old-style passive consumer is 
‘dead’ and there is an ‘emergence of the active audience’ (Jenkins, 2007, p. 358).
 ^For example, PTT, a student-operated and college-affiliated BBS established in 1995, has more than 
1.2 million registered users (S. Tsai, 2008) and forms a large part o f the everyday life o f  university 
students. With its similar outlook and modes o f  operation to DOS, the experience of the Intemet in 
Taiwan is dramatically different from that ofAmerican or European experiences.
For example, the popularity o f Google as a search engine with a 67.5% market worldwide is, in 
China, replaced by Baidu, which has 71.3% o f the market (Macartney, 2010, n.p.).
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According to Jenkins, these new types of consumer -  also called Toyals’, ‘media- 
actives’, ‘persumers’, ‘inspirational consumers’, ‘multipliers’ or ‘lead users’ -  are 
‘simply a less geeky version of the fan’ (Jenkins, 2007, p. 359). Moreover, these new 
types of audience go beyond the ‘weekend-only world’ (Jenkins, 1992), but 
penetrates everyday life to the most mundane and trivial experiences in, for example, 
my cyber-slacking moment in watching the Blackie Show. To cite Jenkins, this kind 
of fandom is ‘everywhere and all the time, a central part of the everyday lives of 
consumers operating within a networked society’ (2007, p. 361). However, it is 
precisely because of the prevalence of the term and the phenomenon of Internet use 
that fandom may cease to be a meaningful category for cultural analysis. Jenkins, 
speaking with a double entendre, puts it this way, ‘[mjaybe in that sense, fandom has 
no future’ (2007, p. 364).
Fans, according to Jenkins’s much-cited definition, are ‘textual poachers,’ who ‘get to 
keep what they take and use their plundered goods as the foundations for the 
construction of an alternative cultural community’ (1992, p. 223). By saying ‘fandom 
has no future’, what Jenkins demonstrates is a self-reflexive act of poaching. This 
sentence reflects a long-standing bias against the fan, as the one who needs to ‘get a 
life’, and at the same time ironises the fact that modern consumers are now inevitably 
fans themselves, resulting in the loss of an analytical edge to the term. It is in this 
sense that ‘fandom has no future’. By poaching the linguistic cliché to give it a new 
layer of meaning, it can be argued that Jenkins successfully puns the phrase, revealing 
himself to be a fan of the idea of fandom, or a punster of contemporary cultural trends. 
Therefore, reverting to the danger of using fandom as an analytical tool, as Jenkins 
has warned, I propose that contemporary fans should be defined by what they do, 
rather than what they identify with. In other words, it is to focus on the process in 
which meanings are created or appropriated, rather than highlighting the ‘alternative 
cultural community’. Indeed, as Melissa A. Click has noticed, fans’ identifications 
‘are not static’ and being a fan is a ‘complex experience affected by the social 
contexts in which a text exists’ (2007, p. 306). To focus on their production of 
meaning, rather than their identification with the text, is therefore to acknowledge the 
constant change in social contexts and the fluidity of the cultural landscape in the 
contemporary world. What used to be called a fan is, in this sense, best understood as 
a poacher; and his/her consumption of the text is thus an act of poaching.
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Indeed, Jenkins’s notion of poaching appears to be a feature that also characterises 
punsters. According to Walter Redfem, punning is ‘the art of superimposing’ (1984, 
p. 26). Pun is, in this sense, ‘a double-decker’ in that words are ‘loaded’ and 
meanings are ‘stratified, stacked vertically’ (1984, p. 26). As a result, ‘we get 
simultaneous, competing references in the same unit’ (1984, p. 26). In this definition, 
the idea of superimposing reflects Jenkins’s notion of poaching, in that both ideas 
denote a procedure of meaning creation in the process o f consumption. By this 
theoretical switch, fan (as punster) is no longer limited to those who are, as John 
Fiske puts it, ‘associated with the cultural tastes of subordinated formations of the 
people’ (1992, p. 30). Rather, the subordinated groups are no longer easy to define, 
taking into account the complicated and multilayered power relationship in the 
contemporary world. This phenomanon reflects Oliver Marchart’s view that ‘the very 
distinction between subculture and mainstream is not tenable anymore’ (2003, p. 85). 
Moreover, the subculture is now understood to be one of the important elements upon 
which the mainstream is constructed. According to Dylan Clark, where ‘long hair 
and denim once threatened the mainstream, it has become mainstream and so has the 
very idea of subculture’ (2003, p. 231). Through the above studies, the idea of fan, or 
fandom, needs to go beyond a rigid definition of cultural community to focus on the 
process through which meanings are created. Fans are, in this sense, punsters; their 
involvements are acts of punning. They can be anyone within the cultural sphere: 
from those who are classically defined as belonging to a ‘subcultural group’, to those 
who are labelled as non-fan or anti-fan, and additionally to those who used to be 
known as the mainstream, including pop stars themselves.
From the concept of fan, with an emphasis on identity and community, to the notion 
of punster, with a focus on the process of consumption, the idea of interaction has 
been highlighted. The dividing line between subculture and mainstream and between 
fans and pop stars shifts to a focus on the interaction of different forms of 
consumption in different social spheres. This change into an interactive approach is 
also reflected in the idea of spectacle. When Debord proposed the idea of spectacle, 
it was understood to be a totalising and monolithic social mechanism (Best and 
Kellner, 1999). Yet, with the development of the Intemet, the idea of spectacle, 
according to Best and Kellner, is now at ‘a more advanced stage’ which they term ‘an
37
Chapter One
interactive spectacle’ (1999, n.p.). Deriving from the advance of the Internet, the 
contemporary online space is transnational and intermedial in construction, offering 
‘not only products to buy, but music and videos to download, games to play, prizes to 
win, travel information, and “linlcs to other cool sites’” (Best and Kellner, 1999, n.p.); 
it is a digitalised ‘room’ which is technologically enhanced and at the same time 
culturally mediated.
Taking the online space to comprehend the idea of the ‘room’ in Redfem’s theory of 
pun, this section delineates the feature of cyberspace as being paradoxically 
globalised while at the same time deeply localised. Within this context, I argue that 
Intemet users have become more active than they used to be, having the ability to 
dialectically expand and enlarge the transnational and intermedial experiences. For 
this reason, they can be defined as ‘fans’. However, since the division between 
subculture and mainstream is no longer tenable, I propose a change of term from 
‘fans’ to ‘punsters’, which highlights their contemporary character while at the same 
time strategically avoiding theoretical deadlock.
1.3 Reinventing ethnography: cultural studies in the age of the Internet
With the aid of the Intemet, contemporary space where popular culture resides is 
intermedial, multifarious and fast-changing. Taking this intermedial ‘room’ as the 
field in which all my case-studies are located, in this section I set out to delineate a 
methodological positioning in order to keep up with the pace of its alteration and its 
complexity in the junction between local and global. Against this change brought 
about by the Intemet, I align this thesis with the approach of cultural studies, 
highlighting its tendency towards reinvention. Methodologically, I propose there is a 
need to reinvent ethnography into cyberethnography in order to suit the online 
conditions experienced today. To begin with, this section will demonstrate the higher 
flexibility embedded in the approach of cultural studies through a comparison with 
sociology through a continuous engagement with the scholarly works on the Intemet.
As the Intemet-related technologies are argued to have directly and radically altered 
contemporary life, scholars from different disciplines have attempted to formulate
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different methodologies. From the sociological perspective, Gane (2005) voices the 
possibility of a radical sociology of the information age, which involves eonstant 
questioning of the boundaries between the individual, technology and society. 
Similarly, from a perspective of cultural studies, Sterne (1999) proposes an approach 
from cultural studies, upholding the importance to steer away from the prevalent 
dichotomised frameworks between technophilia and technophobia. Steme insists the 
importance of culture, arguing that technologies cannot be separated from ‘the 
contexts in which they are developed and used’ (1999, p. 259), a viewpoint which is 
shared by Gane (2005).
Similarities between Gane and Steme can further be found in their theoretical 
assumptions. Both of them acknowledge the approach of ‘cultural studies’, 
emphasise the importance of contextualisation, and question the boundaries, be it the 
boundary of nation, of culture, of human, of technology, or of academic discipline . 
Therefore, it can be argued that Gane’s theory of radical sociology largely overlaps 
with the approach of cultural studies articulated by Steme.
However, while Gane propounds his proposal as radical sociology, Steme simply 
names his approach as cultural studies. Why are similar theoretical configurations, 
both formulating a direction which is relatively new to the existing scholarly works, 
considered as being radical in sociology but not in cultural studies? Through a 
comparison of how similar proposals are being self-categorised by their authors 
through measuring the relationship between the proposals and their own disciplines -  
whether it is understood to be within, beside or beyond the field -  the result can 
demonstrate different qualities of the disciplinary boundaries. Denominating the 
proposal as ‘radical’, Gane implies that there are classic definitions to sociology and 
therefore his proposal is beyond its scope; while, in Steme’s terminology, similar 
points are categorised as within the horizon of cultural studies. Considering the fact 
that both articles try to formulate a new direction, it can be argued that sociology is 
girded by a comparatively rigid boundary, while cultural studies has a relatively 
flexible border.
The ambiguity of cultural studies as an approach has been widely acknowledged by 
scholars. While Steme notices that cultural studies ‘has become a notoriously
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difficult field to define’ (1999, p. 260), Simon During points out that it ‘possesses 
neither a well-defined methodology nor [a] clearly demarcated field for investigation’ 
(1999, p. 1). However, it is in this contradiction that cultural studies demonstrates its 
full strength. Indeed, the reason lies in the exploratory nature of cultural studies. As 
Steme puts it, ‘I believe its experimental approach to epistemology and method is 
actually one of cultural studies’ strengths as a field’ (1999, p. 264). Similar 
arguments can also be deduced from Gane (2005): by questioning the boundary 
between sociology, cultural studies, and media studies, he nevertheless supports a 
field which is epistemologieally flexible. It is a field which refuses to be rigidly 
defined, a discipline which is, to a certain extent, anti-disciplinary.
Therefore, despite the fact that there are many fields which are wrestling with their 
own definitions, this tension in cultural studies is so distinctively intense that it 
paradoxically becomes one of its central definitions. Described by Ferguson and 
Golding (1997), cultural studies has a ‘propensity towards metamoiphosis’ (1997, p. 
xiii). This inclination, as Lawrence Grossberg points out, does not mean that ‘cultural 
studies overthrows the disciplines’, nor that it ‘transcends them in a new unity’ (1997, 
p. 14). Rather, it suggests ‘a rigorous and pragmatic approach to gaining whatever 
knowledge is necessary to map a particular context and answer a strategic question’ 
(1997, p. 14). It is a discipline characterised by its anti-disciplinary feature, which is 
‘an approach that recognizes their legitimacy even as it refuses their power, 
challenges the particular disabling effect -  rather than the fact -  of disciplinary’ (1997, 
p. 14). Therefore, it is an act not of total repudiation of its own tradition, but of 
strategic reinvention of its own heritage.
Taking the idea of reinvention as a core, I would like to revisit my watching 
experience in the Prologue to articulate a corresponding methodology. It is composed 
of, first, an online encounter with a video as part of everyday routine. Second, this is 
followed by an act of textualisation through which my watching experience was 
selectively recorded into text for further academic investigation. These stages are 
classical methods of ethnographic field research involving ‘the study of groups and
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people as they go about their everyday lives’ (Emerson et a l, 1996, p. 1).  ^ In this 
sense, by detailing my experience of the Blackie Show in the Prologue, I have 
engaged with an ethnographical methodology.
To be precise, taking the virtual environment as a prime site in contemporary 
multimedial space, my engagements online, described in the Prologue, is arguably 
closer to a recently-developed term, cyberethnography (Ward, 1999; Gajjala, 1999; 
Rybas and Gajjala, 2007). Stemming from the anthropological framework of 
ethnography, cyberethnography can be regarded as a reinvented methodology for 
cultural analysis. In this relatively little-noticed approach, Gajjala focuses on 
Intemet-related phenomena to argue that online interactions, displays and 
performances are ‘(cyber)ethnographies in and of themselves’ in that ‘[t]he talking 
back is part of the cyberethnographic process’ (1999, pp. 2-3). Gajjala argues that in 
cyberethnography there is ‘a blurring of author / reader, audience / performer 
distinctions’ (1999, p. 6) and the ethnographer is now a part of the online 
communities that s/he observes, describes, and analyses. Cyberethnography is, to a 
certain extent, an auto-ethnography in which the role of ethnographer is always 
presumed. Furthermore, cyberethnography avoids ‘holding any preconceived ideas 
conceming the existence of community’, acknowledging that virtual communities are 
‘increasingly transient and fragmented compared to traditional communities’ (Ward, 
1999, p. 96). Taking online interaction into account, cyberethnography plays down 
the idea of community, which is a traditional theme in the realm of ethnography, to 
focus on the performative moment of the online cultural acts. From ethnography to 
cyberethnography, the reinvention of methodology collides with the theoretical 
change of focus to the idea of interactive spectacle (Best and Kellner 1998; 1999) as 
well as my argument of shifting the consumer’s role from fan to punster (Section 1.2).
Most importantly, this performative moment is dialectical in construction. According 
to Rybas and Gajjala, online interaction is often an act of self production, in that it 
'constructs knowledge of self, others and the interaction with others through building 
objects, or literally, doing’ (Rybas and Gajjala, 2007, p. 6), Therefore,
® It is characterised by two distinctive activities. First, the ethnographer ‘enters into a social setting and 
gets to know the people involved in it’ and, secondly, the ethnographer ‘writes down in regular 
systematic ways’ (Emerson et a l ,  1996, p. 1). These two steps characterise classic anthropological 
methodology.
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we dialogically produce our selves as well as engage our colleagues and 
students in becoming interfaces to focus on the users’ experiences 
manifested in specific constructions of accounts, oral histories, interviews, 
journal, or blog entries.
(Rybas and Gajjala, 2007, p. 6, my emphasis)
In this sense, cyberethnography suggests a change of theoretical focus from the 
interpretation o f texts (Geertz, 1973) to the production o f  context for a text as a means 
to focus on its embedded socio-cultural assumptions, the issue of power and the 
process through which the text is articulated.
The change of direction speaks strongly to the four key issues in cultural studies: to 
acknowledge the political character of knowledge production, to highlight the 
production of context, to emphasise the theory of articulation and to commit to theory 
(Steme, 1999, pp. 260-4). Reinventing cyberethnography from ethnography, its close 
proximity to cultural studies offers a flexible method which implies a self-reflectively 
awareness of the potential for future reinvention. Through this theoretical reinvention 
of methodology, I argue that it offers a flexible method which has the potential to 
keep up with constant changes in the digitalised modem world, and at the same time 
has the theoretical strength to allow reinvention with the pace of future changes.
Conclusion
Starting from Redfem’s notion of pun, which centres on the idea of having ‘room to 
manoeuvre’ (1984, p. 122), this chapter has theoretically analysed the idea of the 
‘room’ and negotiated a methodological foundation. Through revisiting my watching 
experience detailed in the Prologue, I have pointed out two major characters for the 
contemporary experience of popular culture: transnational (Appadurai, 1996) and 
intermedial (Chappie and Kattenbelt, 2006). These two features form the foundation 
for this thesis.
Focusing on visuality, star image and music video, the first section (1.1) examines 
their connection to transnational intermediality. Within these aspects of popular
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culture, I argue the importance of music video and discuss a method of analysing 
music video through engaging with current music video scholarship (Vemallis 2004; 
2007; Beebe and Middleton 2007; Dickinson 2007). However, within this context, 
there is a lack of attention to the dancing body. Drawing attention to dance 
scholarship (Buckland 1993; S. Dodds 2002; 2009), I delineate a body-centred 
approach for music video analysis, which will be applied to case-studies in Part Two 
and Part Three.
The second section (1.2) explores the role of the audience in the transnational and 
intermedial context. I argue that the emergence of the Intemet has offered audiences 
more opportunities for manipulation, i.e. more ‘room to manoeuvre’, and the populai* 
cultural experiences are now characterised by interaction between different social 
agents. This socio-cultural and technological change blurs the traditionally-defined 
fields of mainstream and subculture and I aigue that the idea of ‘fan’ has lost its 
analytical accuracy. Against this context, I propose and theorise the idea of ‘punster’. 
This is a concept which will be applied to comprehend social agents, including pop 
stars and kuso practitioners, and I will evaluate this notion in the Conclusion (Section 
8.1).
In the last section (1.3), I explained the theoretical framework of this thesis: cultural 
studies. I analyse its tendency to reinvent and, by using this feature, provide a case of 
reinvention of methodology from ethnography to cyberethnography, an approach 
which will be used to supplement the music video analysis throughout the case- 
studies.
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The act of ‘manoeuvring’
Towards a theory of corporeal translation
Introduction
When Walter Redfem (1984) argues that the idea of ‘room to manoeuvre’ lies at the 
very heart of the pun (1984, p. 122), his definition of pun, despite heavily depending 
upon linguistic examples, can be extended to other realms such as kinetic and gesture. 
According to Redfern, the pun is ‘a constant reminder of the inseparability of 
anything from the physical’ (1984, p. 145). It can be argued that Redfem’s idea of 
manoeuvre implies a potential physicality, rather than being a mere rhetoric trope. 
Reverting to the Blackie Show, where the dancing body is at the centre of negotiating 
gendered connotations, this chapter sets out to theorise the very act of ‘manoeuvring’. 
As a form of ‘movement’, manoeuvring acts suggest both physical and conceptual 
motion in that the body actively re-articulates extra layers of meaning through dance.
Continuing to engage with cultural studies, I emphasise Homi Bhabha’s notion (1990) 
of cultural translation (or re-articulation in Stuart Hall’s term [see Grossberg, 1996]), 
both as a set of cultural theories and as a distinctive methodology providing a 
pragmatic approach to answering a strategic question (Grossberg, 1997). In order to 
deal with the Blackie Show, where the dancing body in a multimedial context strongly 
conditions the performance, I propose two acts of re-articulation from the theory of 
cultural translation. In the first section (2.1), I introduce Hall’s theory of articulation 
(see Grossberg, 1996) as a basis for establishing a theoretical foundation for Bhabha’s 
notion of translation. Via Rey Chow’s updating of cultural translation (1995), I set 
out to re-articulate Bhabha’s theory into an intermedial world. In the second section 
(2.2), theories of the body will be incorporated into the theoretical configuration built 
upon in the first part. Focusing on the dancing body as a constmctive attempt for 
femininity, this part will be centred on two ideas, the politics of the body (Bordo,
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1993) and corporeal styles, denoting both movement styles (Desmond, 1997; 
Fensham, 2009) and ‘styles of the flesh’ (Butler, 1990). I will, in the end, attempt to 
move beyond the notion of cultural translation to delineate a theory of corporeal 
translation, which will be used as a theoretical framework for my proposed case- 
studies.
2.1 Cultural translation in the age of globalisation: re-articulation in motion
From art theory to cultural studies, the idea of movement remains one of the key 
concepts in analysing cultural phenomena. While Ferguson and Golding (1997) 
stress the concept of transformation, Grossberg (1997) highlights the idea of 
strategical reformulation. It can be argued that these movements, through which 
cultural meanings are manoeuvred into existence, are themselves composed of acts of 
articulation, reflected in Stem’s application of cultural studies’ approaches to the age 
of the Intemet. In other words, when Walter Redfem proposes that the idea of ‘room 
to manoeuvre’ produces extra layers of meaning in the pun, it can be argued that 
articulation could form the basic component in the act of manoeuvring.
Articulation, arguably one of the most generative concepts in contemporary cultural 
studies, can be understood, according to Jennifer Daryl Slack, as a theory speaking 
against essentialism, a method of contextualising the object for cultural analysis, and 
an approach with its own epistemological, political and strategic layers (1996, p. 112). 
Using terms such as theory and method. Slack speaks against a formalistic approach, 
highlighting the idea of process (1996, p. 113). In other words, theory is understood 
to be ‘the process of theorising’, while method is ‘the activity of practicing or “trying 
out’” (Slack, 1996, pp. 113-4, my emphasis), both reconfirming the innovative feature 
of cultural studies proposed in the previous chapter. In this vein, articulation has 
‘never been configured as simply one thing’ but as an ‘unfinished phenomenon’ 
(Slack, 1996, p. 114). However, regardless of the concept of articulation as a 
continual development of theorisation, I will try to provide a working definition. I 
base the notion of articulation on Stuart Hall’s much-cited definition, which is argued 
by Slack as ‘most sustained and accessible’ (1996, p. 121). According to Hall, 
‘articulate’ means to ‘to utter, to speak forth, to be articulate’, and at the same time to
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create linkages, as that of an ‘articulated’ lorry (truck) where the front (cab) and back 
(trailer) can be connected (see Hall in Grossberg, 1996, p. 141). An articulation is 
therefore a form of connection created under certain conditions: it is a linkage which 
is ‘not necessary, determined, absolute and essential for all time’ (see Grossberg, 
1996, p. 141).
History and theory, therefore, enact an ongoing process of ‘de- and re-articulation’ 
(Grossberg, 1997, p. 175). This continuous process of re-articulation and re- 
contextualisation, argued by Hall, is the precise definition of ‘translation’ (see K. 
Chen, 1996, pp. 393-4): it does not imply a notion of a primary origin, nor does it 
hold on to a concept of teleology. In talking about translation. Hall explains.
I mean that whenever it enters a new cultural space, the terms change; and, 
exactly as you find in any re-articulation and disarticulation, some elements 
remain the same, because clearly there are certain points, certain terms and 
concepts in common, but then there are also new elements which change the 
configuration.
(see Hall in K. Chen, 1996, pp. 393-4)
The cultural space signifies the idea of a ‘room’, denoting the intermedial context in 
contemporary cultural experience. It reaffirms the notion of translation -  the 
continuous practice of articulation -  as the act of manoeuvring. Through re- 
articulating the theory of articulation into the realm of translation. Hall connects his 
theory with the notion of cultural translation, which is arguably ‘the root metaphor’ in 
anthropology (Palsson, 1994, p. 1). By doing so, it self-reflexively demonstrates the 
theory itself as an unfinished phenomenon in a constant process of re-articulation.
One of the key similarities shared between the idea of articulation and the notion of 
translation is that they are both unfinished phenomena, continually being re­
articulated and translated by theorists from different approaches. Hall’s use of 
translation overlaps the theoretical configurations of cultural translation of Homi K. 
Bhabha (1990; 1994) and Rey Chow (1995). Through this theoretical proximity, the 
idea of articulation enters the sphere of cultural translation, creating a hybridised 
moment between two different theoretical routes. As the idea itself is an unfinished 
project, I would like to first investigate its alternation in different decades and
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different approaches to map its conceptual outline. This concise genealogy serves to 
trace the translational route of the idea of cultural translation, delineating its mutation 
when the idea enters a new cultural space. This review will be used in order to 
articulate a theoretical combination through which the intermedial concerns of 
cultural translation in the age of globalisation will be strategically reconfigured. In 
this process, Bhabha and Chow will serve as two theoretical pillars, building upon 
Hall’s theory of articulation and an anthropological tradition of cultural negotiation.
The idea of cultural translation can be traced back to American cultural anthropology 
in the 1920s when the empirical research into and translations of Native American 
languages were systematically carried out (Werner and Campbell 1973, cited in 
Bachmann-Medick, 2006, p. 35). This American ‘root’ gradually became a central 
theme as ‘an almost banal description of the distinctive task of social anthropology’ 
in 1950s Britain (Asad, 1986, p. 141). In this tradition, the idea is most famously 
illustrated through Edward Evans-Pritchard’s study on the belief system in the Nuer, 
an African tribal group (1956, see Asad, 1986). Attempting to translate an odd- 
sounding statement that ‘a twin is a bird’, Evans-Pritchard argues that the word-by- 
word translation can by no means clarify its embedded cultural logic and, therefore, 
requires interpretation firom the anthropologist. ‘Cultural translation’, in this case, 
denotes the ability of the anthropologist to translate linguistically between cultures. 
Translatability, therefore, depends upon an interpretative ability in exploring cultural 
differences and, at the centre of this concept, the anthropologist plays an authoritative 
role.
In this process, the notion of cultural translation, despite being used differently in 
different contexts, shares three important features. First, cultural translation is 
decidedly anti-essentialistic in construction. In Evans-Pritchard’s case, for example, 
the very attempt to translate the embedded cultural logic of the statement of ‘a twin is 
a bird’ in Nuer carries an assumption that the statement is not illogical and, therefore, 
concedes that Western logic, or rationality, is not universal. The untranslatable terms 
and analytical categories occurring in these cultural encounters compel an 
understanding that there is no meta-language in a cross-lingual and cross-cultural 
context. In this vein, it questions the assumption of universality, be it of language, of 
theory, or of rationality. Second, there is a systematic awareness of the issue of
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authority in the process of translation in the 1980s, especially by a group of critics 
often labelled as ‘Writing Culture’ (after the title of Clifford and Marcus’s 
groundbreaking collection published in 1986). Under the influence of postmodern 
and poststructuralist thought, Clifford and Marcus noticed the rhetorical influences of 
trope and genre in the process of textualisation to argue ethnography’s provisional 
nature and ethnographer’s visibility in the process of fieldwork (Crapanzano, 1986). 
Third, the idea of translation largely denotes a linguistic sense. The idea means the 
translation of the Native American language in the 1920s; while it designates an 
interpretation of the cultural logic behind a linguistic sentence as in Evans-Pritchard’s 
example. Indeed, according to Talal Asad in his review on British social 
anthropology in the 1950s, ‘a notion of language' came to dominate the perspective 
of social anthropologists in this era (1986, p. 141). Despite the idea that translation 
may not be limited to linguistic matters per se, and could extend to ‘modes of 
thought’ (Lienhai'dt 1954, cited in Asad, 1986, p. 142), Asad argues that dramatic 
performances, including dance and music playing, were not considered as ‘valid 
exercises in the “translation of culture’” (1986, p. 159). Translation, in this sense, is 
understood to be 'essentially a matter of verbal representation’ (1986, p. 160).^
The view Asad delineates of the idea of translation in the tradition of British social 
anthropology and its strong linguistic imprint is reflected in, and tenaciously upheld 
by, contemporary translation studies. The term ‘cultural translation’ may give an 
impression that translation studies significantly influence the development of the idea. 
However, from the genealogical point of view, translation studies enters the 
conceptual arena of cultural translation much later than that of cultural anthropology, 
and therefore makes relatively little contribution to the development of the concept 
itself before the 1990s. This is because of the comparatively late formation of this 
discipline. According to Harish Trivedi, translation, as an autonomous field of 
academic enquiry, only emerged ‘in or about the year 1980’ characterized by the 
publication of ‘a book under the title of Translation Studies by Susan Bassnett- 
McGuire (now Susan Bassnett)’ (2007, p. 278). Before the emergence of the 
discipline, Trivedi stated that studies of translation were subsumed under either
' I would like to highlight that this view only applies to British social anthropology, a distinctive 
branch o f  anthropology, in the 1950s and the 1960s. Beyond this specific branch, anthropologists in 
that era, such as Victor Turner (1967) and Clifford Geertz (1973), have noticed the importance o f  
performance, bring the ideas such as play, ritual, symbol, and drama into focus.
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linguistics or comparative literature (2007, p. 280). Despite there being a trend 
described as ‘The Cultural Turn in Translation Studies’ in the 1990s (Bassnett and 
Lefevere, 1990; Bassnett, 2007), Trivedi locates this turn as a self-orientation of the 
discipline, serving the function to ‘extend and revitalize the discipline’ and to 
‘liberate it from the comparatively mechanical tools of analysis available in 
linguistics’ (2007, p. 280). However, despite the cultural turn in translation studies, 
the notion of cultural translation carries distinctively different meanings from that of 
an anthropological context. Trivedi refers to the notion of cultural translation as ‘a 
beast of similar name but very different fur and fibre’ (2007, p. 282) especially with 
reference to Bhabha’s theory, whose idea suggests continuous acts of cultural re­
articulation and hybridisation. Trivedi insists upon a textual and linguistic 
understanding of the term, arguing that Bhabha’s extended theory of cultural 
translation is ‘simply non-translation’ (2007, p. 286).
With a textual and linguistic sense of translation existing in anthropology, and being 
tenaciously upheld in contemporary translation theory, the concept of cultural 
translation is most systematically theorised in the work of Bhabha (1990; 1994) as a 
force in the construction of culture which goes beyond linguistic understanding. 
According to Bhabha, translation is ‘the performative nature of cultural 
communication’ (1994, p. 326) and a way of
imitating, but in a mischievous, displacing sense -  imitating an original in 
such a way that the priority of the original is not reinforced but by the very 
fact that it can be simulated, copied, transferred, transformed, made into a 
simulacrum and so on: the “original” is never finished or complete in itself
(Bhabha, 1990, p. 210)
It can be argued that Bhabha’s definition of cultural translation is itself a moment of 
translation for theory, transforming theories in social anthropology and at the same 
time re-addressing Hall’s use of translation. To begin with, adopting the meaning of 
translation from Benjamin to regard translation as a ‘motif or trope [...] for the 
activity of displacement within the linguistic sign’ (1990, p. 210), Bhabha re- 
articulates the term outside linguistic constriction to connote cultural displacement in 
general (1990, p. 210). In this point, Bhabha continues to develop Hall’s idea of 
articulation in a broader sense to dislocate the linguistic-centred assumption
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embedded in social anthropology, going off at a tangent to address cultural 
experience in general. Second, Bhabha steers away from an emphasis on the role of 
ethnographers in anthropological theories, questioning their importance not by 
criticising their position in a power hierarchy, but by regarding them as a part of an 
experience through which culture is constructed. Different cultures are no longer 
distinctive, with a theoretical power-free void for ethnographers to exist in, but are 
now overlapping with, or colliding into, each other, creating a hybridised area which 
he terms ‘the third space’. To paraphrase Bhabha, ‘all forms of culture are 
continually in a process of hybridity’ creating ‘the “third space” which enables other 
positions to emerge’ (1990, p. 211) and this place thus ‘carries the burden of the 
meaning of the culture’ (1994, p. 56). Mediating between different cultures, 
ethnographers are now going beyond being invisible agents through which cross- 
cultural understanding is interpreted; they are visibly enmeshed in this third space, 
forming an active force in the process o f hybridisation. In this sense, Bhabha’s theory 
of translation continues to engage with the ongoing critique within the field of 
anthropology presented in the Writing Culture group. Third, Bhabha comprehends 
the force of translation as an active process through which culture is constructed and, 
therefore, rejects the idea of an essence of culture. To paraplirase Bhabha: ‘there is 
no “in itself’ and “for itself’ within cultures because they are always subject to 
intrinsic forms of translation’ (1990, p. 210). This anti-essentialist understanding of 
translation is, in this sense, continuing to develop theoretical configurations both from 
Hall’s idea of articulation and from theories of social anthropology. By refusing the 
essence of culture, Bhabha erases divisions between cultures to point out there is a 
permeable cultural topography where cultural flows transfuse on a global scale. 
Cultural translation, therefore, is an active force through which authority is 
questioned and essentialism is interrogated.
In this vein, Bhabha’s theory of cultural translation re-articulates previous theories to 
speak to theoretical concerns in the age of globalisation. To understand culture as a 
hybrid field in the process of translation is to acknowledge, according to Doris 
Bachmann-Medick, that ‘cultures constitute themselves in translation and as 
translation’ (2006, p. 37). They are both the components and results of translation 
processes, and are ‘both transnational and translational’ (Bhabha, 1994, p. 247). 
Responding to the dynamics of globalisation, Bachmann-Medick argues that
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translation, with Bhabha’s repositioning of the theory, has become ‘a concept of 
relationship and movement’ (2006, p. 40), reflected in Rushdie’s metaphor of the 
migrant as a traveller between worlds. The notion of cultural translation, in this sense, 
highlights ideas such as displacement, rupture, negotiation and transformation. It 
allows translation to take different forms between different social agents including 
back-translation or self-translation (2006, p. 39). It is agency-oriented, propelling 
what Appadurai terms the different forms of cultural flow. Translatability, in this 
vein, is actively performed by different individuals within various, and overlapping, 
socio-cultural environments. Reverting to Redfern’s idea of the pun as having ‘room 
to manoeuvre’, Bhabha’s re-articulated notion of cultural translation seems to provide 
an excellent theoretical configuration for this movement of significations in a 
globalised era.
In light of this postcolonial and globalised configuration, Bhabha’s notion of cultural 
translation speaks to a theoretical concern where distinctions between subject and 
object are no longer clear-cut. In an anthropological context, the difference between 
the ethnographer and the native is no longer tenable; while, in contemporary popular 
culture, the differentiation between star and fan gradually becomes indistinct as 
Henry Jenkins (2007) has pointed out. It also reflects my methodological concerns in 
cyberethnography where differentiations between author and reader are blurred and 
where ethnography is understood to be a performance taking place in different ‘cyber’ 
contexts (Gajjala, 1999). Individuals, situated in various social contexts, continue to 
create meaning: they are punsters with different, and unstable, identities, 
manoeuvring in the multimedia ‘room’ to create, negotiate or contest cultural 
meanings. Bhabha does not address the intermedial nature of ‘room’, which strongly 
shapes the contemporary mediascape. As a dominant place through which 
transnational and translational acts of cultural negotiation take place, I propose an act 
of re-articulation of Bhabha’s theoiy  ^ by melding Chow’s understanding of cultural 
translation with Bhabha’s configuration of active global agencies,
Chow’s theory shares theoretical assumptions with Bhabha’s in that both theories 
understand culture as continuous acts of translation (Bhabha, 1994, p. 247; Chow, 
1995, p. 196). Moreover, both theories play down the importance of cultural 
boundaries. While Bhabha highlights the process of hybridisation through which the
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meaning of culture is achieved (1994, p. 56); Chow uses the notion of 
‘contamination’ to propose that it ‘softens’ cultural boundaries, making the encounter 
between cultures ‘a fluid and open-ended experience’ (1995, p. 197). Furthermore, 
both theories speak against a dichotomised framework. While Bhabha upholds the 
importance of the notion of ‘the third space’ (1994, pp. 53-6), Chow advocates the 
significance of ‘the third term’ (1995, p. 194). In addition, both theories uphold 
individuals within cultural spheres, rather than the authority of the ethnographers or 
anthropologists. While Bhabha highlights social agents as travellers, represented by 
Rushdie (1994, pp. 303-37); Chow comprehends women in contemporary Chinese 
film, being represented through superficial tropes of primitivism, as the 
representatives standing ‘in the passageways between cultures’ (1995, p. 201).
However, differently from Bhabha, Chow insists that the power relationship 
embedded in different media should be taken into account. In her notion of ‘the 
coevalness of cultures’ (1995, p. 194), Chow argues that cultural translation needs to 
go beyond a simple linguistic sense to be ‘rethought as the co-temporal exchange and 
contention between different social groups deploying different sign systems that may 
not be synthesizable to one particular model of language or representation’ (1995, p. 
197). In other words, Chow re-articulates the issue of power into sign systems to read 
the legitimacy of sign systems in terms of power. That is to say, it is precisely the 
result of power struggle -  be it political, intellectual, or mass -  that some sign 
systems (for example, literature) are regarded as more justifiable than others (for 
instance, video or popular music). Therefore, Chow urges cultural translation to 
‘move beyond verbal and literary language to include events of the media such as 
radio, film, television, video, pop music, and so forth, without writing such events off 
as mere examples of mass indoctrination’ (1995, p. 197). This advocacy in taking 
different suppressed sign systems into account, according to Chow, serves a function 
to ‘weaken the (literary, philosophical, and epistemological) foundations of Western 
domination’ (1995, p. 197), facilitating the experience of cultural encounters as more 
fluid and open-ended across range of systems of communications.
Chow’s view seems to provide a strong contrasting argument with views presented in 
contemporary translation studies. When Trivedi warns of the danger in going beyond 
a literary-centred approach to cultural translation, he argues that ‘we shall sooner than
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later end up with a wholly translated, monolingual, monoculutral, monolithic world’ 
(Trivedi, 2007, p. 286). However, from Chow’s perspective, the insistence on a 
literary-centred approach is far from a pathway towards a monolithic world but 
becomes precisely the defence of the hegemony of literature, a traditional sign system, 
through which other forms of experience are suppressed. In this sense, to re- 
articulate Chow’s view with Bhabha’s theory is to create an extra theoretical lens 
which deals with multiple sign systems with which contemporary individuals actively 
engage. It is a performative act through which imitation, displacement and mutation 
can take place within intermedial environments. Individuals, now understood as 
punsters, are therefore agents, who transnationally and translationally manoeuvre 
through this intermedial environment to actively create extra layers of meaning. The 
strategic re-articulation of Chow’s and Bhabha’s theories therefore takes 
transnationality and intermediality into consideration, delineating a form of 
movement through which extra layers of meaning can be actively acquired by 
individuals within given socio-cultural sphere(s).
2.2 Re-articulating the body: towards a theory of corporeal translation
By re-articulating Chow’s understanding of cultural translation with that of Bhabha’s 
theory, the performative nature of cultural communication in the age of globalisation 
is highlighted and power relationships between different media and sign systems are 
considered. Theoretically, this configuration sets out to move beyond a verbal, or 
literary, centred viewpoint to include different cultural experiences. However, to 
examine a pop event such as the Blackie Show, this theoretical configuration largely 
overlooks the issue of the body, especially the dancing body. This lack of attention to 
the body is not limited to the above theories, but is revealed as the blind spot in the 
cultural studies approach in general. Indeed, according to Jane Desmond,
Cultural studies remains largely text-based or object-based, with literary 
texts still predominating, followed by studies of film texts and art historical 
objects. Even excursions into popular culture are concerned largely with 
verbal or visual cultural products, not kinaesthetic actions.
(Desmond, 1997, p. 30)
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Considering the dance event in the Blackie Show where the female dancing body is 
used as the main medium in the process of transmission, having the ability to deliver 
gendered cultural connotations without the aid of sound and image, the lack of 
attention to the dancing body in the current academic context is inadequate. Taking 
into account Desmond’s insightful statement that movement is ‘a primary not 
secondary social “text”’ which is ‘so “naturalised” as to be nearly unnoticed’ (1997, p. 
31), I set out, in this part, to re-articulate a body-centred perspective of cultural 
translation, a theory of corporeal translation.
The purpose of this re-articulation of the already re-articulated theoretical 
configuration between Bhabha’s view and Chow’s theory to a body-centred 
perspective serves two functions. First, it reflects the cultural studies’ aim to 
continuously engage with theorisation. By melding theories on dance and the body 
into the notion of cultural translation, I hope to strategically model a theoretical 
framework to understand the continuous construction and transmission of the dancing 
body in contemporary popular culture, and to self-reflexively demonstrate Lawrence 
Grossberg’s view (1997) of cultural studies, which suggests ‘a rigorous and pragmatic 
approach to gaining whatever knowledge is necessary to map a particular context and 
answer a strategic question’ (1997, p. 14). Most importantly, when Chow argues that 
to theorise the suppressed sign systems serves a function to weaken the already- 
established domination, the very act of switching to the dancing body, as a ‘nearly 
unnoticed’ sign system (Desmond, 1997, p. 31), seems to further debilitate this 
domination. It can be argued that the unnoticed feminine dancing body is triple­
neglected, or triple-negated, as a form of corporeality, as a body representative of 
different modes of femininity, and as expressed through dance, a symbolic system. 
From the first perspective, Susan Bordo, through a historical review, argues that the 
body is a ‘negative term’. Despite being perceived differently throughout its history, 
the body is marginalised and is constructed to be ‘something apart fi:om the true self 
(1993, p. 5). Moreover, women tend to be linked with the body and, by this 
connection, they acquire this negativity (Bordo, 1993, p. 5). The status of the body 
and of women is shared in the field of dance. As an academic discipline, dance has 
had ‘a minority appeal’ compared with orchestral music, opera, film and literature 
(Wolff, 1997, p. 94) and remains ‘a greatly undervalued and undertheorized arena of 
bodily discourse’ (Desmond, 1997, p. 29). Therefore, to bring forward the feminine
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dancing body, a suppressed issue and sign system, in the theory of cultural translation 
is to question the dominance of the current theoretical focus as an active force of re­
articulation.
Corporeality, as Susan Leigh Foster insightfully argued, is a form of bodily reality 
which is ‘not as natural or absolute given’ but ‘as a tangible and substantial category 
of cultural experience’ (1996, p. xi). To articulate a corporeal axis in the theoretical 
junction of cultural translation, I would like to first introduce two ideas, the politics of 
the body and corporeal style and, second, to propose that the politics of the corporeal 
style is the space where acts of translation take place.
‘Body politics’ is a term which has had different interpretations. Bordo, for example, 
distinguishes two types of meaning. In the first meaning, ‘the Body Politic’, an old 
metaphor found in Plato, Aristotle, Machiavelli, Hobbes and many others, imagines 
the state, or society, as ‘a human body, with different organs and parts symbolizing 
different functions, needs, social constituents, forces and so forth’ (1993, p. 21). The 
second meaning is developed by so-called second wave feminism in the 1960s. 
Termed ‘the Politics of the Body’, it perceives human body as 'itse lf a politically 
inscribed entity’ with its ‘physiology and morphology shaped by histories and 
practices of containment and control’ (1993, p. 21). Starting from the latter meaning, 
Bordo, however, is aware of a dichotomised assumption between oppressor and 
oppressed which is often presumed (1993, pp. 23-9). She calls on a Foucauldian 
theory of power to revise essentialised categories. In this process, Bordo delineates a 
modem form of power, opposed to that of a sovereign version, as ‘ non -authoritarian, 
non-conspiratorial, and indeed non-orehestrated; yet it nevertheless produces and 
normalizes bodies to serve prevailing relations of dominance and subordination’ 
(1993, p. 26). Using Foucault’s term, this is the ‘micropolitics’ of the body, denoting 
the fragmentation of the power which influences the contemporary construction of 
subjectivity in a more detailed and profound way. There is no longer a form of power 
‘from above’ (as sovereign power has operated), regulating the body; but a scattering 
and prevailing form of power ‘from below’, denoting a process of construction of 
subjectivity through individual self-surveillance. Re-articulating the Foucauldian 
model into an understanding of body politics in the framework of second wave
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feminism, Bordo takes the body as ‘a site of political struggle’ directly gripped by 
cultures through ‘the practices and bodily habits of everyday life’ (1993, p. 16).
Taking into account Foucault’s notion of micropolitics, it is precisely in Bordo’s re­
articulation of the politics of the body that the first step in understanding the body as a 
translational practice is foregrounded. As a mischievous and repetitious form of 
articulation in the contemporary world, translation acknowledges social relationships, 
cultural discourses or body politics. Micropolitics, as a disintegrated form of power, 
therefore, provides an excellent theoretical platform for maximising the possibilities 
through which linkages may be created. When Hall argues that articulation is a form 
of connection created under certain conditions, the fragmentation of power provides 
an ideal configuration for this condition, establishing the first step towards re­
articulation of the body as a translational site, a theory of corporeal translation.
Within the politics of the body in my study, the body denotes a gendered dancing 
body. Among the two symbolic parameters -  gender and dance -  in this 
configuration, it can be argued that they both revolve around the idea of style. It is a 
corporeal style -  my second proposed idea -  with a double stratum through which the 
politics of the body is animated. Corporeal style, in Rachel Fensham’s latest work, is 
termed as the genre of the performing body (2009, pp. 37-9). Through a detailed 
research on the development of genre theory in the field of literary criticism and 
feminism, Fensham channels the idea of genre into corporeality. Revisiting Susan 
Leigh Foster’s idea (1986) of the dancing body that dancer’s corporeality is 
composed by different choreographic codes, Fensham argues that the stylisation of 
the dancing body can contribute to ‘the power attributed to different genres of 
theatrical communication’ (2009, p. 39). In the case of the Blackie Show, the 
theatrical communication is testified to be effective in that these gender-coded 
corporeal styles are collectively discernable by the audience as a naturalised form of 
knowledge. The dancing body, as a nonverbal communicative system, seems to be 
the place where the performing style is naturalised. In order to futher invenstigate the 
process of naturalisation of style, Desmond and Butler are two key scholars whose 
theories shed interesting light on this theme.
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Desmond (1997), based on Bourdieu’s notion of ‘taste’, developed the idea of 
movement style to analyse how different corporealities associated with different 
social groups participate in the ‘stylizing of physical culture’. Desmond’s use of 
movement style stresses the idea of the process of transmission between different 
social groups. In her theory, movement is codified and stylised as dance in 
transmission (1997, p. 31), refashioning ideologies attached to bodily discourses. 
Therefore, in the migration of a dance form across the social line, the dance, to 
paraphrase Desmond, ‘retains traces of that origin, now refashioned both through 
changes in movement styles and through its performance by different dancers in 
different contexts’ (1997, p. 37). In this process, Desmond points out that in most 
cases, dance forms originating in the lower-classes present a ‘trajectory of “upward 
mobility’” in that they are ‘“refined”, “polished”, and often desexualised’ in the 
‘continuing social construction and negotiation of race, gender, class, and nationality, 
and their hierarchical arrangement’ (1997, p. 34). In other words, it is an act of re­
articulation of the politics of the body in the process of transmission. Corporeality, in 
this vein, continues to be a process of translation, rearticulating the embedded cultural 
assumptions at the moment of performance. Using Ann Cooper Albright’s words, 
dances 'mobilise cultural identity’ (1997, p. xiii, my emphasis). Context-specifically 
through the very act of dancing by different forms of corporeality, the dancing body 
confirms Bhabha’s definition of translation as ‘the performative nature of cultural 
communication’ (1994, p. 326). It imitates an original ‘in a mischevious, displacing 
sense’, in that the politics of the body is dislocated in such a way that ‘the priority of 
the original is not reinforced’ (1990, p. 210) but go through another process of 
codification and stylisation for the appreciation of other social groups. Therefore, 
‘the “original” is never finished or complete in itself (1990, p. 210). Dance is, in this 
sense, a decidedly important symbolic system through which translation takes place.
The dancing body is therefore ‘a site of discourse and of social control’ (Thomas, 
1995, p. 20) in that ‘ideologies are systematically deposited and constructed on an 
anatomical plane’ (Dempster, 1995, p. 23). Moreover, the body goes beyond being a 
site through which ideologies are inscribed. According to Desmond, social relations 
are ‘both enacted and produced through the body, and not merely inscribed upon it’ 
(1997, p. 33). Through corporeal translation, the dancing body mobilises cultural 
identity (Cooper Albright, 1997) to become an important force in the formation of the
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genre of the performing body (Fensham, 2009). The dancing body, in this sense, is 
arguably an active force through which culture is constructed.
From a gender perspective, Judith Butler (Butler 1990; 1993; 1996; Butler, Laclau, 
and Zizek, 2000) also comprehends gendered bodies through the idea of style. While 
gendered bodies are considered to be so many ‘styles of the flesh’ yet ‘never fully 
self-styled’; gender is understood to be ‘a corporeal style’, which is argued to be ‘an 
“act” [...] which is both intentional and performative, where "performative" suggests 
a dramatic and contingent construction of meaning’ (1990, p. 177). In other words, 
gender is performatively produced through ‘stylization of the body’ in ‘stylized 
repetition of acts’ through which gendered identity is achieved and naturalised (1990, 
p. 179). This naturalisation process, according to Butler, takes place in the body, in 
everyday life, and is shaped by a Foucauldian understanding of power with a close 
association to Bordo’s understanding of the politics of the body. This form of power 
is argued to be ‘not stable or static, but is remade at various junctures within everyday 
life; it constitutes our tenuous sense of common sense’ (Butler, Laclau, and Zizek, 
2000, p. 14). In Butler’s view, a body does not have an a priori status in constructing 
gender identity; it is a medium in which corporeal styles are performed and 
discourses are naturalised, constructing gendered meanings in a dramatic yet 
contingent way. However, despite Butler proposing that gender is constructed 
performatively through stylised repetition of acts, she nevertheless argues that these 
repetitions are not always successful and the process of naturalisation may fail, 
allowing the concept of resignification to emerge. This failure, as Butler puts it, may 
‘open possibilities for resignifying the terms of violation against their violating aims’ 
(1993, p. 124). In other words, resignification denotes the mutation during stylised 
corporeal repetition, resulting in the perpetual displacement of bodily acts which have 
the potential of leading towards ‘a fluidity of identities’ (1990, p. 176).
Butler’s concept of resignification is closely related to Bhabha’s notion of cultural 
translation in that both theories highlight the performative nature of cultural 
communication, stress an act of imitation with a sense of displacement, accentuate the 
role of individuals in everyday contexts, speak strongly to an anti-essentialistic 
concern, and emphasise an idea of plurality (the hybridity of cultures in Bhabha’s 
case; and fluidity of identities in Butler’s example). Moreover, while Bhabha
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comprehends translation as an active force through which culture is constructed; 
Butler argues that it is through performative corporeal acts, that resignification may 
possibly arise, or that gender identities are constituted. Indeed, Angela McRobbie, 
for example, notices the similarity between these two notions (2005, p. 101); and 
Bhabha’s idea of cultural translation has subsequently been used in Butler’s work 
(Butler, 1996, p. 49). However, there is also a significant difference between these 
two theories in Butler’s insistence of the body as the focal point. Butler stresses the 
idea of corporeal style, a style ‘never fully self-styled’ (Butler, 1990, p. 177) because 
it is always in the process of re-articulation of its micropolitics through everyday 
practices. It mischievously displaces the politics of the body in every performative 
act, testifying that ‘the “original” is never finished or complete in itself (Bhabha, 
1990, p. 210). The style of corporeality is therefore a significant place -  a physical 
location -  through which gendered identity is produced and processes of translation 
enacted.
Reverting to the Blackie Show, the performance suggests that the female dancing 
body is now a central place for bodily transmission to take place. Divided into a 
presentation of femininity as a gendered identity and dance as a symbolic system, 
Butler’s notion of resignification in her theory of performativity and Desmond’s 
analysis of the migration of the dance styles speak strongly to the concept of cultural 
translation. Moreover, Desmond’s movement style and Butler’s corporeal style 
highlight a process of re-articulation of the politics of the body in the transmission 
process, giving the notion of cultural translation -  a largely text-based or object-based 
configuration -  a physical basis. The politics of the body and of the gendered 
movement style is, in this sense, an embodied nexus where acts of corporeal 
translation take place. Taking into account Bachmann-Medick’s argument that, in the 
age of globalisation, translation has become ‘a concept of relationship and movement’ 
(2006, p. 40), it can be argued that through the feminine dancing body, the notion of 
movement is punned: the dancing body moves across different media through bodily 
movement in contemporary popular culture. It manoeuvres through the intermedial 
‘room’ to negotiate, contest, or create, extra layers of meaning.  ^ It is an act of
 ^By arguing that the theory o f corporeal translation produces cultural meanings, the idea seems to, at 
first sight, suggest a sense o f  agency. However, due to the research methodology set in this thesis, I do 
not discuss the idea o f agency in its most commonly understood sense o f ‘selfhood, motivation, will,
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corporeal translation in that the politics of the body is constantly re-articulated and 
different corporeal meanings are created, constructing a part of contemporary 
physical culture in motion.
Conclusion
To understand the ambiguity of performance by the feminine dancing body in the 
Blackie Show, I use Redfern’s notion of pun, defined as having ‘room to manoeuvre’ 
(1984, p. 122), as a basis to delineate the act of movement. This movement is 
comprehended both as a physical movement of the dancing body and a theoretical 
movement through which new meanings are produced. In this chapter, I have 
attempted to theorise this punned movement through two active acts of re-articulation, 
taking into account contemporary intermedial contexts, as well as issues of 
corporeality. These actions of re-articulation, it can be argued, continue to engage 
with the ‘tradition’ of cultural studies which I have proposed in the previous chapter.
In the first act of re-articulation, I engage with Hall’s idea of articulation (see 
Grossberg, 1996), generally labelled as that of a cultural studies approach, and 
Bhabha’s notion of cultural translation (1990), which has an embedded 
anthropological tradition. Emerging from different approaches, the similarities in the 
two theories create a Hall-Bhabha nexus of the notion of cultural translation as re­
articulation. It displaces the linguistic-centred view to include cultural experience, 
going off at a tangent from anthropological tradition, as well as accommodating 
contemporary views from translation studies. However, the Hall-Bhabha nexus 
presents a less rigorous attempt to theorise the intermedial experience of 
contemporary culture and, for this reason, the first act of re-articulation actively
purposiveness, intentionality, choice, initiative, freedom and creativity’ (Emirbayer and Mische, 1998, 
p. 962). Since this thesis analyses only media representations, rather than evaluates the actual 
economic consequences o f  these representations, essentialistic concepts such as selfhood, will, choice 
and intention o f the performers are beyond the scope o f this study. However, this restriction does not 
limit the discussion o f  agency per se. Taking this idea from a constructivist perspective, I view the 
notion o f agency as a second-order construct, rather than a ‘natural’ fact (Emirbayer and Mische, 1998, 
pp. 1005-12). That is to say, rather than investigate questions such as ‘how much agency do the 
perfomeres exert’ or ‘whether popular performances can empower performers’, I analyse how agency 
is constructed and naturalised through dance performance and how the constructed sense o f  agency can 
affect the formation o f  star image (see Coco’s example especially in Section 4.2.2).
60
Chapter Two
translates Chow’s views of cultural translation (1995) to update the theory in the 
contemporary ‘room’ with multiple medial layers.
However, despite this attempt, this theoretical configuration largely overlooks 
corporeality and it is in this gap that the second act of re-articulation is attempted. 
Drawing upon Bordo’s notion of the politics of the body (1993), in tandem with 
notions of the dancing body (Dempster, 1995; Thomas, 1995; Foster, 1996; Cooper 
Albright, 1997) and corporeal style (Butler, 1990; Foster, 1986; Desmond, 1997; 
Fensham, 2009), I argue that the much neglected dancing body, as an important form 
of corporeality, is one of the major sites through which translation takes place. It is a 
process of translation of corporeality, ‘the corporeal translation’, through which the 
politics of the body is negotiated, contested, and mutated. Corporeal translation, in 
this sense, compels and shapes the physical culture in which individuals reside, giving 
rise to possible new corporeal styles.
In this thesis, the theorisation of the corporeal translation attempted in this chapter 
should be comprehended in conjunction with the intermediality analysed in Chapter 1. 
Together these two chapters form a foundation to substantiate Redfem’s 
understanding of pun, which pivots around the idea of ‘room to manoeuvre’ (1984, p. 
122) with transnationality and intermediality forming the ‘room’ and corporeal 
translation denoting ‘the act of manoeuvring’. These two chapters therefore underpin 
the case-studies I set out to analyse o f Coco, Cyndi and John (Part Two) and of kuso 
subculture (Part Three). To advance a methodology, the idea of ‘room to manoeuvre’ 
will be further developed, strategically, with Butler’s idea of performativity (1990) 
and Barthes’s notion of sign (1972) which will be articulated in the introduction to 
each part (Part Two Introduction; Part Three Introduction).
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The formation of the logic of a spectacular dancing body in 
Mandarin pop
The emergence of genre, language and the female corporeality in post-war 
Taiwan
Introduction
Starting from the Blackie Show, the three dancing bodies referred to in the Prologue 
are understood by the guests as the most spectacular feminine bodily styles -  
‘sexiness’, ‘cuteness’ and ‘sexy cutie’ -  testifying to the existence of a set of 
naturalised corporeal knowledges. Located in the genre of Mandarin pop, the 
emergence of this bodily sensibility, as I set out to demonstrate, is strongly influenced 
by the historical context in which the genre is located. Therefore, the historical 
development of Mandarin pop in the Taiwanese post-war era underpins the 
emergence of contemporary dancing bodies and bodily sensibility. The goal of this 
chapter, therefore, is to trace the historical conditions which foreground the 
emergence of cultural and corporeal discourses demonstrated in Blackie Show. To 
put it in another way, I set out to delineate the historical process through which 
Mandarin pop assumed the dominance and the way its gendered dancing body was 
naturalised as a means to construct spectacle. Most importantly, I investigate the 
procedure through which the logic of spectacle was formulated, I argue that these 
discourses were constructed in the post-war period in Taiwan and were deeply 
influenced by the cultural policy devised by the Chinese National Party (also known 
as Kuomingtang, hereafter KMT). In other words, the historical and political 
contexts in the post-war era conditioned the emergence of contemporary popular 
performances.
To analyse this historical foundation, I will concisely outline the history of Taiwan in 
the last century (Section 3.1) as a springboard to introduce the four interconnected
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aspects in the post-war era: linguistic, ideological, gendered and corporeal. Since 
ideology, in this period, was based on the use of Mandarin, the politically-constructed 
‘official’ language, I will jointly examine the linguistic and the ideological 
perspectives (Section 3.2). This will be followed by an analysis of the gendered 
corporealities by exploring the dichotomy between the military body and the dancing 
body (Section 3.3). I will use the rise of the Cloud Gate Dance Theatre in the 1970s 
and the abolition of the dance ban in 1986 as two examples of corporeal translation 
(Section 3.4) through which the dancing body was ‘uplifted’ to the realm of ‘high’ 
culture and normality, forming a basis for the emergence of dance in popular culture. 
The above four aspects serve the function of contextualising the emergence of 
contemporary pop performances. In order to facilitate an examination of the 
translational process of the three stars in Part Two, the last part of this chapter 
constructs two analytical spectra -  gendered representations and geographical 
imaginations -  drawing upon the four aforementioned aspects (Section 3.5).
3,1 The post-war historical context in Taiwan
The history o f Taiwan in the last century is marked by a period of change in its 
political regimes. Formed as part of the territory in the Qing Dynasty (1644-1912), 
the island was ceded to Japan after the Shimonoseki Treaty (1895) at the conclusion 
of the Sino-Japanese War (1894). In the following 50 years, Taiwan functioned as 
one of the important colonial territories in the neo-colonial era of Japan (Roy, 2003, 
pp. 32-54). At the beginning of the twentieth century, the Qing Dynasty was taken 
over by the Republic government after the 1911 revolution, resulting in parallel 
political developments in China and Taiwan in the early half of the century. 
Following the end of Second World War (1945), Taiwan was returned to ‘Chinese 
authority’, a title two major political powers in China had been striving to achieve for 
several decades: the KMT, led by Kai-Shek Chiang (^ ffS ^ ), and the Communists, 
led by Ze-Dong Mao The struggle between the two parties, after
intensified and prolonged battles across China, ended in 1949 with KMT retreating to 
Taiwan to continue fe  government, the Republic o f  China (ROC), while the 
Comirainist party in Ctmm evolved into the People’s Republic o f  China (PRC).
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From the perspective of Taiwanese intellectuals, the return to a ‘Chinese’ government 
after a fifty-year Japanese colonisation (1895-1945), in compliance with the slogan 
‘return to the Chinese motherland’, was highly expected (Hsiau, 2000, p. 56). 
However, having arrived in a form of a centrally-controlled government, the 1949 
mass migration, led by KMT, created a social division (Lai et a l, 1991; Hsiau, 2000). 
While the post-1949 immigrants, also known as ‘Mainlanders’, were often the ruling 
class who politically identified with KMT, the pre-1949 Chinese immigrants, 
commonly termed as ‘Taiwanese’, were mostly those who were subjected to intensive 
social control. These asymmetrical social, cultural and economic statuses created 
intensive conflicts. The 228 Incident, for example, was the first and the most 
infamous rift which reached a national scale. ' This event ended with the 
announcement of the Martial Law (1949-87), which legally-sanctioned KMT’s 
control over society,^ serving a political purpose to curb local resistance, to sinocise 
Taiwan, and to establish itself internationally as an anti-Communism orthodox 
Chinese government (Chun 1994; 1996b).
These goals were executed on two interconnected levels: international and national. 
On an international level, the Martial Law era was characterised by the One-China- 
only policy. Used in conjunction with its emphasis on its political alignment with 
foreign countries, with the United States as its chief ally, this policy reiterated KMT’s 
claim to cultural and political legitimacy, often with an emphasis on a militarised aim 
to ‘retake the Chinese mainland’ • On the national scale, KMT silenced
the dissidents through a period historically termed the White Terror ( 6 6 ? ^ # )  (Roy, 
2003, pp. 76-104), leading contemporary historians, especially from a Taiwanese 
perspective, to term the KMT in this period a regime of totalitarianism. The KMT 
was, therefore, regarded as either a ‘legitimate’ Chinese regime or a ‘coloniser’ 
depending upon different political perspectives, with the dividing line largely 
overlapping the timing of the immigration, either pre- or post-1949. These two
 ^228 Incident took place on 28 February 1947. The incident was a brutal military reaction towards 
civilian protests against a corrupted KMT governor, Yi Chen ( I # # ) .  It resulted in numerous civilian 
deaths and marked the beginning o f the White Terror period in Taiwan in which thousands o f  
Taiwanese were killed, vanished or imprisoned (Lai et al. 1991; Hsiau 2000). Contemporary 
historians tend to view this incident as one o f the major sources for the rise o f Taiwanese nationalism 
(Hsiau, 2000).
The Martial Law resulted in various forms o f social, cultural and political bans, as well as 
legitimising the secret police.
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entangled historical views are reflected in current antagonistic scholarly debates on 
the definition of post-colonial Taiwan (S. K. Yu, 2011).
Most importantly, KMT made a strong effort to sinocise Taiwan through the 
deployment of cultural discourses and policies. According to Allen Chun, a leading 
anthropologist and historian in Taiwan, these discourses have always been ‘prominent 
features’ of Taiwan’s post-war politics, which have ‘evolved over time into an all- 
encompassing ethos with ramifications for the moral conduct of everyday life’ (Chun, 
1994, p. 49). These discourses have shaped a culture on a quotidian level and 
continue to influence the social and cultural assumptions presently adopted. In the 
following two sections, I choose to examine several aspects of the post-war cultural 
discourses centred on the construction of ‘Chinese traditional culture’. Through an 
exploration of political propaganda, I will delineate the interactive connection 
between ideology and language (Section 3.2) and analyse the construction of a 
gendered corporeality (Section 3.3).
3.2 Establishing Mandarin as the foundation of ‘Chinese traditional culture’: on 
the changing linguistic and ideological paradigm
KMT’s constiuction of discourses on ‘the “Renaissance” of traditional Chinese 
culture’ is, arguably, one of the most prominent aspects among KMT’s post-war 
cultural policies. This nationalising experience, according to Chun, served two 
purposes in the post-war era: first, it constructed a cultural ‘Renaissance’ for national 
solidarity; second, it introduced ‘traditional’ social values to discipline and normalise 
the conduct of everyriay behaviour (Chun, 1994, p. 58). The enforcement of cultural 
policies was, therefore, a process of naturalisation, through which common language 
and ideology were ‘routinized in the ritual of everyday life, and orchestrated through 
social movements’ (1994, p. 69). At the centre of these discourses, ‘tradition’ was re­
invented; Mandarin was established as the official language; and Confucianism was 
promoted on a national level. These efforts were reflected, in the early 1960s, in the 
establishment of The Association o f  Confucius and Mencius hereafter
ACM), one of the key cultural institutions with intricate links to KMT’s anti-
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Communist policies. The connection between the cultural and the political aspects of 
a nation were expressed by Kai-Shek Chiang in an official speech for ACM,
The current anti-Communism war is a war of ideas, cultural and ideological 
for our Chinese min-zu [Chineseness as an ethnic category] to look for 
survival and fight for life. The doctrine of Confucius and Mencius is not 
only our basis in political thought, the ‘pith’ of culture, but also [our] 
ultimate source of Three Principles o f  the People?
(K. Chiang, 1964, n.p., my emphases of ‘our’)
In this example, the nature of war is constructed to be ‘ideological’ and, therefore, 
‘Chinese traditional culture’ assumed an important role in KMT’s political 
propaganda. It was constantly emphasised as the synonym of the soul of the nation 
and was justified by its long standing in Chinese history."^
However, the ‘tradition’ was nevertheless a strategic re-articulation of the past to 
serve a political purpose. Prior to Chiang’s speech, Tao-Lin Hsu ( # # # ) ,  one of the 
key founders of ACM, pointed out the core of ‘Chinese traditional culture’ as ‘being 
faithful in fulfilling filial duty [...], magnanimousness [...] and politeness’ (1959, 
n.p.).  ^ Yet Hsu also noted that to respect the ‘tradition’ did not automatically mean 
to follow every Chinese tradition.
Of course, there are lots of outdated and irrational parts in our traditional 
culture that we have to abandon, e.g. smoking opium, keeping concubines, 
binding feet, etc. [...] But which part needs our advocacy and cultivation? 
This is not an easy question to answer [...] and I’m afraid that everyone 
will have different answers. [...] To understand and to deal with these 
questions is the main cause to determine our direction o f culture in the 
future?
(T. Hsu, 1959, n.p., my emphasis)
'Author’s translation: ’ @ # 1 # # # # ^
 ^An excerpt o f this speech will be farther examined in Section 3.3.
 ^Author’s translation: ['" ] — j ° [■"] #
-  ’ T M A Z k#  “ [•■•] m s  ’ ’ ^ m x  i - i
° ’
® Author’s translation:
m m *  :  ^ [ -1  ’ m x
’ m m m m r  [ - i  ° [ - i  mm
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The ‘traditional culture’, as a self-evident fact in Chiang’s speech, was revealed to be 
a political construction in Hsu’s explanation, presenting a paradox through which 
history can justify and at the same time delegitimise the ‘tradition’. In this paradox, 
the dominant political power plays an important role as the one who selects, re- 
articulates, justifies and naturalises the existing cultural discourses.^ In other words, 
‘Chinese traditional culture’ is never ‘Chinese traditional culture’ per se but proves to 
be politically constructed and historically situated. It is a product of translation 
delivered by a dominant political power in a specific post-war context in Taiwan.
One of the major goals in constructing ‘Chinese traditional culture’ was to sinocise 
Taiwan and to produce a modem Chinese state in order to justify the authenticity of 
the KMT regime. As Chun (1994; 1996b) noticed, unlike the crisis of modernity in 
Europe or the impact of colonialism in the Third World which prompted the invention 
of tradition, the strategic call to tradition and culture in post-war Taiwan was ‘a 
specific response to the threat of Communism posed by mainland China’ (1994, p. 
53). With PRC’s simplification of Chinese writing characters in the 1950s, following 
the Cultural Revolution (1966-1976) where literary traditions were systematically 
abolished in China, KMT’s cultural policy of ‘Chinese traditional culture’ 
emphasised the literary tradition of Confucianism, serving a purpose to depict itself as 
‘the guardian’ of Chinese tradition (1996b, p. 116). Efforts in this political 
realignment included the preservation of language and its proprietary ownership of 
various “national treasures” {kuo-pao) (1996b, p. 116). In this vein, language was a 
focus in the KMT post-war cultural policy which was especially noticeable in the 
adoption of Mandarin as the national language and an emphasis on the non-simplified 
Classic Chinese {wen-yen~wen\ the literary language used in ancient China. In this 
sense, the upholding of literature in the ‘tradition’ can be seen as the re-establishment 
of a sinocised cultural paradigm designed to remove the Japanese impact as well as to 
establish an ‘orthodox’ cultural norm against Chinese Communism.
’ Allen Chun also reached the same conclusion by pointing out that ‘the imperative o f  national culture 
reflected less upon the content o f  culture than upon the peculiar nature o f  the nation-state’ (Chun, 1994, 
p. 50).
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By establishing Mandarin as the official language, KMT’s cultural policies abruptly 
dislocated the existing linguistic hierarchy, demonstrating the intrinsic connection 
between political power and linguistic priority. Through historical research on the 
change of linguistic paradigm in twentieth century Taiwan, Tsai-Hsiu Tsai 
(2001) analysed how ‘national language’ was defined differently with the alteration 
of political power, switching from Japanese to Mandarin; and how these national 
languages marginalised other linguistic forms, including the major dialect, Hokkien 
(‘Taiwanese’).^ This marginalisation often produced a sense of linguistic superiority 
and cultural hierarchy for the dominant regime and, with the two major political 
changes in the past two centuries, Taiwan was marked by at least two significant 
linguistic disjunctures. Between the 1950s and 1960s, as Tsai observed.
The upper class speak English and sing English songs; the next layer speak 
Chinese and sing Chinese songs; the next speak Taiwanese and sing 
Taiwanese songs. Yet lots of Taiwanese songs have been banned because of 
indecency, and the aboriginal languages have nearly died out. Japanese, the 
highest ‘national language’ during the Japanese Occupation, is now banned 
from being spoken, sung and even read. ^
(T. Tsai, 2001, pp. 331-3)
With KMT’s policy of cultural nationalism, it may seem odd that English occupies a 
higher linguistic rank than Mandarin. However, since the orthodoxy of the KMT 
government can only be achieved through ‘international’ recognition mainly from the 
United States, this socio-political context propelled English into a higher linguistic 
hierarchy. In this context, despite Taiwan having been formerly colonized by 
Holland and then Japan, the influence of the United States seems to have exceeded 
the former two to become arguably a ‘coloniser’ without actually having colonised 
Taiwan. This phenomenon demonstrates the ‘post-colonial’ syndrome that Rey 
Chow (1993) suggested in her study on the post-coloniality of China, reflecting the 
power of ideology in penetrating cultural values and belief systems in everyday life.
® Hokkien (‘Taiwanese’) is a major Chinese dialect, widely spoken in Southeast Asia, which gradually 
acquired the name o f ‘Taiwanese’ with the rise o f nationalism (Taylor, 2008). Despite this difference 
in name, they are linguistically the same.
’ Author’s translation:
mm : ■ m w a g  • A  a  ' ' h
sS j - B s :  • ' xmnimmm • ’
”  Despite the Taiwan-America diplomatic relationship being broke o ff in 1979, the unofficial 
influence o f the United States remained strong through the post-war era.
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It proves ‘how imperialism as ideological domination succeeds best without physical 
coercion, without actually capturing the body and the land’ (1993, p. 8). The worship 
of America can therefore be understood as a ‘post-coloniaT syndrome formed in the 
post-war era.
However, with the conflicting viewpoints surrounding the chronological starting point 
of post-colonialism in Taiwan between different historical perspectives, it is 
necessary to negotiate a reference point from which the notion itself can be further 
developed. In this thesis, I position myself in line with Tsai’s notion of ‘self- 
colonialisation’, which comprehends post-coloniality from cultural and ideological 
perspectives rather than political and economical viewpoints. Tsai’s ‘self- 
colonialisation’ is a post/colonial phenomenon developed in the society from ‘the 
outside to the inside, from passive to active, from partial to complete, from surface to 
deep’ (2001, p. 322). It denotes collective social phenomena which are considered 
as self-evident, impartial and objective facts. In other words, Tsai is interested in the 
colonial link of the process of naturalisation in history, rather than the chronological 
definition of postcoloniality. From this perspective, Tsai bypasses the chronological 
deadlock, albeit not necessary solving it.
Located in Taiwan, Tsai’s concept of ‘self-colonialisation’ (2001) takes the position 
of Yong-chih Lee ( ^ ^ j ^ ) ,  a prominent Taiwanese historian, who argues that there 
is a ‘special kind of colonialism’ in contemporary Taiw an,denoting a naturalised 
form of power with ‘the control and exploitation of the coloniser gradually
"Author’s translation: [...]
There are three reasons for adopting Tsai’s framework. First, since the debates involve different 
ideological viewpoints, it is unlikely that a consensus on the definition o f  postcoloniality will ever be 
reached. Second, since the goal o f this chapter is not to identify a definition o f the period but to 
delineate the dynamic power structure in constructing the contemporary social phenomena, I prioritise 
the effort to trace the structural change in the society to the identification o f  the chronological division. 
Third, it is necessary to go beyond a solo definition o f postcolonial, but to examine the dynamics o f  
power in the post-war social field and to recognise other forms o f power including gender, class, etc. 
Therefore, to point out the debates on post/colonial issues, I acknowledge the complexity in the 
scholarly efforts to contextualise a ‘Western’ theory into a Taiwanese locale while at the same time 
recognising its limitations.
" Author’s translation: "T ° ’
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disappearing’ (cited in Tsai, 2001, p. 320).'"^ Tsai expanded Lee’s argument to 
propose a postcolonial mentality in Taiwan, indicating that there is ‘a worship 
complex of the foreign power’ which includes not only ‘China, but also Japan, the 
U.S. and the U.K., and sometimes even Hong Kong and Singapore with the first three 
being the most powerful’ (2001, p. 320).^^ Tsai traces the historical root for this 
postcolonial mentality to argue that the phenomenon is a combined result of former 
colonisers, regional powers, and global super powers, impelling a hierarchy of nation 
within the boundary of Taiwan.
In the Japanese colonial period, Japan was constructed politically as the ‘foreign’ 
‘coloniser’ to symbolise ‘high class’, ‘modem’ and ‘civilised’ (2001, p. 334), 
impelling the ‘local’ to be ‘low class’, ‘pre-modern’ and ‘uncivilised’. During the 
Martial Law era, this dichotomy continued to develop: Taiwanese continued to be 
constructed in a similar discourse as ‘local’. Moreover, Taiwan’s historical 
antagonism towards China triggered its awareness of the power hierarchy of foreign 
nations. The dichotomy between ‘coloniser’ and ‘colonised’ constmcted in the 
Japanese period can be argued as further developing into a sharp contrast between the 
global and the local, between the international and the national. While the former 
symbolises high class, modem and civilised, the latter is constmcted as the opposite. 
According to Tsai, this phenomenon changed ‘the political and economic 
unwillingly-colonized experiences’ to ‘social and cultural willingly-self-colonized 
ones’ (2001, pp. 350-1), enabling the colonised to ‘cure their mental trauma’ after the 
departure of the coloniser (2001, p. 321).^^ Under this historical circumstance, a 
contemporary media cliché, ‘to be intemational’, can be appreciated. This slogan is
" Lee’s theory is based on the historical fact that after the Martial Law, there were many KMT 
politicians who still regarded China as their homeland. Author’s translation: ' # # #  ’
[-1 ° » dzant »
Author’s translation:
#  ' ( # m ) ' m #  cm n% ) ; *4^ » ° ’
Author’s translation: ' B $ A  ' # M A 7 5 M # # A  ’
° ’
"Author’s translation: ‘ ’ # # # # # % #
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arguably a sense of self-awareness in Taiwan of not being sufficiently international in 
the global power hierarchy.
Therefore, differently from the linguistic landscape in the 1950s and 1960s when 
Japanese was banned and the linguistic scale was led by English, followed by 
Mandarin, Taiwanese, and other dialects; the contemporary linguistic hierarchy, 
influenced by the postcolonial mentality, is led by English, followed by Japanese and 
Mandarin, which are ‘all considered to be superior to dialects’ (2001, p. 334). This 
linguistic paradigm, therefore, continues to be intertwined with the idea of class and 
power, and remains a pronounced feature in contemporary popular culture. Reverting 
to the naming of the three pop stars in the Prologue where all three have official 
Chinese names, they are marketed under English names -  Coco, Cyndi and John -  
which tend to supersede the Chinese. In the genre of Mandarin pop, the fact that 
English names have become a prerequisite for the stars indicates a close relationship 
between linguistic hierarchy and the idea of class in the construction of spectacle.
3.3 The construction of gendered corporealities: the military body and the 
dancing body
Demonstrated in the Blackie Show, the display of the female dancing body in the 
contemporary Taiwanese mediascape is considered as a self-evident and glamorous 
trend in popular culture; the gendered corporealities are understood to be a means 
through which the idea of spectacle is constructed. The historical condition for this 
seemingly self-evident event, however, only appeared in mainstream media with the 
abolition of the dance ban in 1986, which was one of the precursors for the 
nullification of the Martial Law in the following year. However, the change of social 
views towards the display of the gendered dancing body did not take place suddenly. 
Rather, it was a gradual process of re-articulation, translation and reinvention of the 
existing corporeal configurations over a period. The aim of this section is therefore to 
trace the body discourses constructed in the post-war era as a means of exploring the 
dancing body in contemporary popular culture.
Author’s translation: ’ #
- x m m s c  ’ ° ’
" The issue o f the spectacle in Mandarin pop will be further discussed in Section 3.5.
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Despite this section focusing on the post-war period, i.e. 1945 onwards, it should be 
noted that the disjunction embedded in the history of the body is less conspicuous 
than the change of political regimes and linguistic paradigms. This point is 
insightfully proposed by Jin-Lin Hwang ( # A # ) ,  a major Taiwanese historian in the 
field of body history, through historical research on the emergence of a militarised 
body in modem China and Taiwan between 1895 and 2005. Hwang, in his most 
recent book War, Body and Modernity, points out that there is ‘no political 
disjuncture in the constmction of the military body between the Japanese colonial 
period and the KMT era’ (2009, p. 58). This is a direct outcome of the similar 
approach the two governments adopted, militarialisation, which resulted in a 
continuum in the body history.
Despite Hwang agreeing that these nationalised body projects can be intermpted 
through passive resistance such as personal non-cooperation, he nevertheless 
highlighted the importance of nation in the construction of the body in the period of, 
or towards, war, in that the power relationship often developed in ‘an asymmetrical 
way’ to allow ‘national power to monopolise all kinds of power relationships’ (2009, 
p. 27).^^ The post-war body history in Taiwan therefore takes national constmction 
of the body as one of the most defining forces of that time.
Contemporary body history in Asia, through Hwang’s view, is ultra-regional and 
inter-political, and an understanding of body history therefore needs to go beyond the 
boundary of states and political divisions. Hwang traced the constmction of the body 
to the Sino-Japanese war (1895) to delineate a parallel formation of body history in 
China and Taiwan. While this year marked the beginning of modem military 
discipline in China, Japan de-militarised Taiwan to eradicate any possibility of anti­
colonial resistance. In Taiwan, it was not until 1937, with the general emption of 
martial activities in Asia, that military discipline began (2009, pp. 79-120), However, 
with Japan’s modem military training and census system, the military discipline in
""Author's halation: = m
Author's translation: '
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Taiwan, regardless of its late start, penetrated society more deeply and evenly than in 
China for the same period (2009, p. 90). Therefore, KMT’s body discipline, in the 
post-war era, was ‘not an invention’ (2009, p. 80), but had a precursory Japanese 
overture. Despite KMT trying to remove the Japanese influence in Taiwan through 
its cultural policies, it seemed to have tacitly continued the disciplinary foundation of 
the body instituted by the colonial government.
Regardless of the change in political power, there was a continuous construction of 
the military body extending from the Japanese colonial period to the post-war era, 
where this body configuration dominates. This set of bodily discourses was 
reinforced by a dichotomous framework, impelling an oppositional ‘Other’, namely 
the dancing body. This dichotomised framework, as I set out to demonstrate, carries 
a set of cultural and corporeal discourses (Table 2). Subsequently, I analyse the 
political construction of the military body as a contrast to the dancing body.
Table 2; Corporeal dichotomy: the military body and the dancing body
The Military Body The Dancing Body
Implied gender Masculinity Femininity
Linguistic pronoun ‘We’, ‘us’ and ‘our’ ‘Others’
Body quality Hard Soft
Embedded ideas Healthy, moral and 
honourable
abnormal, immoral and 
indecent (‘lewd’)
Culture
representation
‘High’ culture (the 
‘tradition’)
‘Low’ culture
Model Military education and 
Callisthenics (best model)
Twisting (worst model)
The military body is a masculinised corporeal configuration with corresponding body 
qualities and cultural discourses. It takes youth as its embodiment, representing the 
nationally-defined ‘high’ culture, in the name of the ‘tradition’. The relationship 
between corporeality and cultural discourses is excellently exemplified in the 
inaugural speech, delivered by President Chiang for one o f KMT’s key institutions in 
the promotion of its cultural policy, the Chinese Youth Corps
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We have to let every youth [•••] understand the honourable history and 
culture [...]. By this we can create good cells and organisations for the 
Chinese Youth Corps and, therefore, can form a tough combat ‘body’. [...] 
Military education is also one of the prime aims of the Chinese Youth 
Corps [...]. O ur new methods in military education will focus on the 
following two points: nationalise physical training and militarise 
extracurricular activities.
[...] We can forge a strong and healthy body through physical training. 
Let youths, who are capable of becoming soldiers, bear the immense 
responsibility of reviving and reforming the nation.
Militarising extracurricular activities is the best way to regularise the 
life o f  the youth. The reason we carry out military education is to help 
discipline in schools [to train students] to be in perfect order and well- 
organised way, and to march uniformly even in small daily movements like 
walking or riding a bicycle [...]. O ur military education, in this way, can 
be a practical training in order to achieve an expected result.^^
(The Military News Agency, 1952, n.p., my emphases,
both in italics and bold face)
In this excerpt, there is a division between the mind and the body, presented through 
ideological education and physical training. From the ideological viewpoint, the 
importance o f ‘Chinese traditional culture’ has been constantly emphasised, reflecting 
the government’s efforts in positioning itself as a legitimate regime. From the 
physical aspect, Chinese Youth Corps tried to push the dividing line of the military 
into civil society as a means to train a hard and healthy body. This effort 
demonstrates one of the KMT’s political goals: ‘the militarization of the people’ (A  
R ^ : ^ )  (Hwang, 2009, p. 142). The inaugural speech not only aimed to build a hard 
body through constant exercises, even outside military education, but also proposed a 
new way of transforming the civilian body into the military body through re­
organising space (e.g. pedagogical institutions were regarded as training fields), time 
(e.g. a well-organised way) and body movement (e.g. small daily movements as the 
basis of military training) to achieve a construction of the military body. This 
training involves a military style and a ‘proper’ way of moving: it is a ‘tough combat
""Author's translation: [...] f - d  " M
[...i -
ib '  [...] » #
#11# ’ ° ’
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body’, which is hard, healthy, and well-trained for collective operations. This image 
reasserts the analogy between the cell and the body, and between individual 
masculinised bodies and the collective and nationalised system.
The training of the new perception of the body in space, time and body movement is 
meticulously embodied in callisthenics, a daily exercise in pedagogical institutions 
for students of all ages and sexes. It involves less skill-requiring movements such as 
basic arm extension, leg-stretching, and bending exercises, and is regarded as a 
corporeal discipline in preparation of a hard body ready to be incorporated into a 
collective military framework. This body configuration reflects the analogy of the 
cell and the body, incorporating females and young children into a nationalised 
training in everyday life.
With regard to gender, the inaugural speech seemed to have called upon all its readers 
to become one collective, nationalised, and masculine subject. This phenomenon is 
prominent in the use of pronouns in the following two ways. First, the pronoun ‘we’ 
and its possessive case ‘our’ are repeatedly used throughout the speech, serving a 
rhetorical function to activate subjects into a nationalised framework. Second, the 
pronouns have a masculine construction, calling its subject, the youth, to ‘protect’ the 
national ‘pride’. This phenomenon echoes Joane Nagel’s argument that ‘the culture 
and ideology of hegemonic masculinity go hand in hand with the culture and ideology 
of hegemonic nationalism’ (2003, p. 159). Indeed, the inaugural speech directly 
addresses male youth as well as trying actively to masculinise the audiences into a 
nationalistic framework.
The dominance of the military body impelled other forms of embodiment, such as the 
dancing body, to be its antithesis. Through this process, the dancing body was 
presented as soft, feminine, and often carried immoral assumptions and ‘lewd’ 
implications. This view was epitomised by a common slogan in Taiwan in the 1950s 
that ‘men who dance are abnormal while women who dance are indecent’ (Ching, 
2010, n.p.).^^ Indeed, the immorality attached to the dancing body was so intense that 
it triggered public debates on the possible enforcement of the dance ban in 1952, with
"'Autiior’s translation: " ’
75
Chapter Three
its ‘advocates’ and ‘opposers’ sharply divided alongside the issue of morality (UDN 
Press Office, 1952b). These debates ended with a decision to ‘loosen’ the dance ban 
with some provisos (UDN Press Office, 1952a), which included nationalising dance 
venues and de-commercialising dance activities. Despite this leeway, dance 
continued to be subjected to strict censorship from the police as a means to curb 
activities which were considered as ‘against a social milieu of honesty’ ( # # #
{#), an ambiguous term which allowed relatively free interpretation (S. Chang, 2006,
pp. 61-2).
The social distrust and censorship applied to the dancing body resulted, to a certain 
extent, in a loss of dance ability. According Fen-Lin Chou ( ^ ^ f $ ) ,  a famous author,
[I] remember, during the Martial Law period, the government once warmed: 
“swing is allowed but not twisting”. Banning twisting in Taiwan existed as 
long as the Martial Law period so that [we] grew up forgetting how to twist. 
This is especially apparent in our generation that we resemble robots when 
we try to twist. Alas!
(Chou, 2008, n.p.)
In this comment, it can be argued that the reason twisting was forbidden as a style of 
movement is a result of its direct contradiction to the military body: twisting is not 
rigid, or hard, and therefore it is unsuitable for ‘our’ collective operation; it becomes 
the Other, therefore neither healthy nor moral. The dichotomised cultural 
assumptions attached to the two body configurations in the post-war era -  the military 
body and the dancing body -  created two major corporeal stereotypes which remain 
traceable in contemporary Taiwanese society, demonstrating Hwang’s argument 
(2#9); on the continuity and tenacity of bodily discipline once formed. Formed in the 
post-war era, the military body and the dancing body are therefore strictly normative, 
candying opposite cultural discourses and operating through a dichotomised political 
hamework. In this context, cultural discourses are performed in and through 
movement, rendering the body in everyday life a possible form of political act.
Aatbor’ÿ franslation: [•••] ! j [*"] # #
A '% # # # #  I!'
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3.4 The rise of Cloud Gate Dance Theatre and the annulment of the dance ban: 
the body in translation
The dancing body, in the post war era, is understood through the trope of low class, as 
the immoral ‘Other’. At the present, its status as a site of the articulation of the 
spectacle seems to suggest a major transformation of body politics and corporeal 
discourses in the past few decades. Focused on the emergence of the spectacular 
dancing body, this section sets out to analyse two historical events in post-war 
Taiwan when dance began to gain cultural currency: the rise of Cloud Gate in the 
1970s and the annulment of the dance ban in 1986. I set out to suggest that these two 
events are historical processes of corporeal translation which re-articulate the politics 
and discourses of the body. They are processes of negotiation through which the 
dancing body surfaces from the notions of ‘low culture’ and abnoiTnality to gain 
social recognition.
Cloud Gate was founded by Hwai-Min Lin ( #  #  R  ) in 1973 with ‘a strong 
nationalistic passion’ during Taiwan’s increasing isolation in an international field (Y. 
Chao, 2001, p. 178). The nationalistic inclination was reflected in, and highlighted 
through, Lin’s statement for Cloud Gate as a dance company which is ‘composed by 
Chinese (zhong-kuo-ren), choreographed by Chinese and danced by Chinese for 
Chinese audiences’ (Y. Chao, 2001, p. 178). By using zhong-kuo-ren, Lin 
identified with a China-centred political identity, a position which KMT tenaciously 
upheld in its construction as an orthodox Chinese government. This political aspect 
was also reflected in the naming of the company. Cloud Gate is not only a phrase 
which comes from Classic Chinese (wen-yen-wen; fCÿ'SO^ but also the highest order 
of ancient ritual dance for the education of the young noblemen in China (Y. Chao, 
2001, p. 178). Contemporary dance scholars, such as Yu-Ling Chao ( # 3 1 # ) ,  
comprehended the naming of Cloud Gate as Lin’s political inclination towards 
Chinese nationalism (2001, p. 178). Indeed, from its naming and its aim. Cloud Gate 
reflects KMT’s cultural policy in emphasising the ‘tradition’. Moreover, Lin himself 
also reflected the politicised image of a ‘youth elite’ {wen-yi-ching-nian; 'SCM'm
25
Author’s translation: ’ 4 'M A # # a 'T M A "
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he is a male descendant of a well-known political family; an author at the age 
of 14 who was subsequently educated in America after graduating from one of the top 
universities in Taiwan. Moreover, Lin’s American background re-confirms his elite 
status under Taiwan’s special ‘post-colonial’ syndrome in the post-war era.^^ Lin’s 
success, it can therefore be argued, was facilitated by his nationalistic claims, his 
image as a youth elite, and the post-war context where these concepts were signified.
Among Lin’s works, especially in the early stages of Cloud Gate, there was a strong 
inclination to reflect the idea of ‘tradition’ through the use of elassic Chinese themes, 
a tendency which is still traceable at present. Aceording to Shun Chiang ( # # ) ,  
Lin’s works are
highly relevant to Chinese Classical texts. [It is] from folklore and 
traditional Chinese opera, for example, Revenge o f a Lonely Ghost (1974), 
The Tale o f  the White Serpent (1975), or from artistic styles such as 
Constellation (1979; my translation), Dreamscape (1985), or from classic 
literary works such as The Dream o f  the Red Chamber (1983) and Nine 
Songs (1993).^*
(S. Chiang, 2007, n.p.)
However, from the perspective of dance technique, Lin’s works demonstrate ‘a 
picture of diasporic culture’ which involve Graham’s contemporary techniques, ballet, 
Peking opera movements, Tai Chi movements, Indonesian dance movements, and so 
on (Y. Chao, 2001, p. 177). This hybridised form indicates that Cloud Gate’s 
repertoires are ‘neither Chinese nor Western, neither traditional nor modem’ (Y. 
Chao, 2001, p. 177). In this sense, it can be argued that Lin crafts a version of a
Originating in China in 1919, ‘youth elite’ is a highly politicised term, denoting students who 
advocate the importance o f arts and humanities as a means to save the country. In the post-war era in 
Taiwan, this term echoed KMT’s nationalistic cultural policies, where the idea o f  youth and the notion 
o f elite were highlighted.
The relationship between the U.S. and the elite class in Taiwan is demonstrated in one o f  the slogans 
in Taiwan around the 1960s-80s, reading ‘Come, come, come, come to National Taiwan University; 
[after graduation] go, go, go, go to the United States’. Author’s translation o f  : > Jk'ê'A  : Â
A A ’ “ ’
"‘ Author’s translation:
#  ° ’ Apart from the above mentioned works, Lin’s preference for Chinese themes can be traced from 
Legacy (1978) to his contemporary productions, such as Cursive Trilogy (2001-2005), which 
demonstrates how modem dance has the ability to ‘rewrite’ Chinese calligraphy.
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‘Chinese’ body out of Chinese literary texts using a mixture of the styles mentioned 
above which are not necessarily ‘Chinese’ and hence go beyond dichotomies between 
East and West and between traditional and modem.
Located in between the boundary of cultures and of aesthetics, the dancing body in 
Cloud Gate seems to have translated the genre of modem dance from the United 
States to Taiwan to negotiate a place between the dominant dichotomy of the military 
body and the dancing body. Lin’s construction of modem dance dislodges the 
dichotomised cultural imaginations between masculine and feminine, between ‘we’ 
and ‘others’, between moral and immoral, and between high and low culture. It 
hybridises two corporeal configurations to create a militarised dancing body which 
embodies a nationalistic goal through dance. Through Lin’s translation, the 
stigmatised dancing body is reconfigured and sanitised, emerging from low culture to 
become a high art and transforming the dancing body into a nationalised corporeality. 
Lin, therefore, has created an aesthetic form composed by the elite, choreographed by 
the elite, and danced by the elite for elite audiences.
The assumptions of the elite are reflected in its widely known ‘title’, coined by the 
media, as the ‘glory of Taiwan’ (Y. Chao, 2001; Huang, 2001; Y. Lin, 2001), 
resulting in an asymmetric attention to Cloud Gate in the Taiwanese academic 
landscape; as well as a ‘fear’ of modem dance outside this sphere. Dance studies in 
Taiwan seems to have a predominant focus on modem dance, especially Cloud Gate, 
while other dance forms receive less attention, and popular culture is largely ignored 
(Section 0.2).
Although Lin brought a version of the dancing body to the public sphere, it does not 
mean that other forms of the dancing body eamed recognition during the Martial Law 
era. The dance ban was not relieved until near the abolition of the Martial Law. In 
January 1986, parliament passed an amendment to lift the dance ban for non-profit 
dancing parties and, on 24 December 1986, the municipal governments of Taipei and
^  Among my personal experiences in Taipei, for example, I have asked a few close friends to 
accompany me to modem dance performances on various occasions, but have been refused most o f the 
times with nearly identical excuses, T don’t think I would understand’. In this reply, there are 
assumptions that modem dance is for ‘serious’ intellectual investigation, rather than pure enjoyment. 
After nearly four decades, the historical imprints attached to the genre seem to have continued to shape 
the way through which the company, as well as modem dance in general, is received.
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Kuohsiung organised a legal and public party for students to ‘dance out their passion 
and youth’ (UDN Press Office, 1986, n.p.).^® The change of official stance towards 
dance resulted in an alteration of cultural discourses on the news media. For example, 
a news article which reported the governmental decision to loosen the dance ban was 
entitled ‘dance of healthiness’, and the first sentence read.
The municipal government advices to lift the dance ban to normal social 
groups and families with a proviso. That is to say, non-profitable and 
healthy dance parties should not be banned.
(UDN Press Office, 1985, n.p., my emphasis)
Between the enforcement of the dance ban in the 1950s on the grounds of immorality 
to the ‘healthy dance’ understood in 1986, there was a major shift in discourses which 
transformed the dancing body from abnormal to normal and from indecent to decent, 
lifting dance from a low cultural level to a higher position.^^ Most importantly, since 
normality, healthiness and high class used to be key discourses embedded in the 
military body, this shift testifies to a process of displacement of corporeal politics and 
discourses. Through news media, the dancing body was translated by re-articulation 
of the discourses of the military body, leading to the emergence of the dancing body 
in contemporary popular culture.
From these two historical events, it can be argued that the rise of the spectacular 
feminine corporeality in contemporary popular culture resulted from a continuous 
process of translation in the post-war period taking the dancing body as a site of 
articulation. It is the re-categorisation between low and high cultures in the case of 
Cloud Gate, while, in the case of the popular dance, it is the re-classification of the 
body from abnormal to healthy. In this vein, corporeal translation often involved a 
process of hybridisation, or shift, of cultural paradigms, impelling a new corporeal 
hierarchy into formation: while modem dance, through Cloud Gate, is considered as
^"Author’stranslation: ‘
'•Author’s translation: ’
This shift is not unnoticed. Tu-Wei Shih ( ^ # # )  (1986) expressed this point succinctly in an 
ironic comparison, ‘before the abolition o f the dance ban, dance is described as an extremely harmful 
activity [...]; now, with the abolition o f  the dance ban, dance suddenly becomes a nourishing and 
healthy activity’. Original in Chinese;
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intellectual, popular dance remains to be considered as lower and has less intellectual 
value. The emergence of the dancing body in the Taiwanese post-war history 
therefore demonstrates a continuous process of corporeal translation, as well as a shift 
in symbolic systems from literary to physical, from the mind to the body.
3.5 The rise of Mandarin pop: genre, history and its logic of spectacle
Through a historical analysis, I have delineated the existence of two major sets of 
corporeal configuration in post-war Taiwan: the military body and the dancing body 
(Section 3.3). I explore the process of corporeal translation through which the 
dancing body gradually emerged from the dichotomised body framework as a 
recognised medium for the articulation of spectacle in popular culture (Section 3.4). 
To narrow down the analytical scope, the logic of spectacle is also historically 
constructed in the formative process of Mandarin pop. As this logic underpins 
contemporary corporeal knowledge, I set out to investigate its formation and 
principles through a historical analysis, with a focus on two post-war historical 
moments: the rise of the genre in the 1960s and Japanese influences in the 1990s. To 
pursue the historical depth of the logic of spectacle, this section will provide a 
theoretical framework, centring on the idea of spectacle and the notion of genre, as an 
introduction to explore its formation.
The idea of spectacle is most thoroughly theorised by Debord in the Society o f the 
Spectacle (1967). Based on a Marxist framework, Debord comprehends spectacle as 
a totalising force which obstructs possible political transformation for the working 
class on an everyday level. However, with the change in the socio-cultural situation 
where the modem world is increasingly fragmented (Appadurai, 1996) and power 
more dispersed (Foucault, 1979; Bordo, 1993), Kellner argues that the society needs 
to be comprehended as a combination of spectacles, rather than the society of the 
spectaele (2004, pp. 10-11). Kellner suggests an interpretive and interrogatory 
approach to context-specifically analyse the formative process of each spectacle and 
h ig h i^ te  tâe necessity to notice contradictions and reversals (2004, pp. 10-11). In 
this sense, a* study of speetaclb is an analytical investigation of its embedded logic and 
the sOGio^-euhural and historical context which informs its modes of operation.
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Taking into account Kellner’s theory, this section therefore is an attempt to analyse 
the formative process of spectacle in Mandarin pop through a historical delineation, 
comprehending spectacle as a context-specific notion which cannot be separated from 
wider and ongoing political and social processes.
Similar to the socio-cultural emphasis on the theory of spectacle, genre, according to 
Simon Frith, is ‘constructed -  and must be understood -  within a commercial / 
cultural process’ (1998, pp. 88-9). The cultural aspect in understanding genre results 
from the fact that the value judgements supporting the existence of genre are ‘shaped 
by historical and social circumstance’ (1998, p. 94) and thus need to be context- 
specifically understood. In the case of Mandarin pop, the genre is an ultra-regional 
music form which migrated to Taiwan with KMT in the 1940s, with its historical 
development intricately entangled with one of the dominant genres in that era, 
Taiwanese (‘Hokkien’).
Despite the historical entanglement in the post-war era, the two genres -  Mandarin 
pop and Taiwanese (‘Hokkien’) pop -  have, nevertheless, developed through different 
historical trajectories. Mandarin pop, with its origin traceable to the golden age of 
Shanghai in the 1930s, migrated to Taiwan with KMT via Hong Kong (Moskowitz, 
2010, pp. 16-29). Despite having reached Taiwan through radio and vinyl before 
1949, its circulation was ‘limited’ (National Chiang Kai-Shek Cultural Center, 2011). 
This is in sharp contrast with Taiwanese (‘Hokkien’) pop, which had enjoyed a 
prosperous period in Taiwan before 1949. As a dialect widely spoken throughout 
Southeast Asia, Taiwanese (‘Hokkien’), as Jeremy Taylor suggested, is a ‘regional, 
“pan-Hokkien” cultural industry’ (2008, p. 75) which went beyond geographical, 
national, as well as political boundaries before the 1950s. In the post-war era, 
defying KMT’s restriction on popular culture in dialects, Taiwanese (‘Hokkien’) pop 
thrived till the middle of the 1960s,^^ sharing similar popularity with Mandarin pop. 
However, a ‘shift’ in the balance began to take place on the enforcement of KMT’s 
cultural policy of the ‘Chinese tradition’ in the mid to late 1960s. This policy
According to Taylor, this phenomenon was caused by several reasons. First, the return o f  Japanese- 
educated cultural elites who originally came from middle-class, Hokkien-speaking Taiwanese families; 
second, the arrival o f  KMT provided the infrastructure (i.e. studios and recording facilities) for this 
industry; and, third, the closure o f China’s borders following the founding o f the PRC in 1949 which 
caused a displacement o f the media industries, especially from Shanghai, to various Asian sites 
including Taiwan (2008, pp. 64-5).
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stigmatised other forms of culture and language, resulting in a depression in the music 
industry; the genre of Taiwanese (‘Hokkien’) was branded ‘lewd’ and forced to go 
into local or underground venues (2008, pp. 69-70).
The historical circumstance between the two musical genres impelled the first 
spectrum in Mandarin pop’s logic of spectacle: the geographical imaginations 
between internationalism and localism. This imprint remained significant in 
contemporary society and was presented in Taylor’s antidotal, yet insightful, allegory 
comparing contemporary advertisements in Taiwan,
while the mainstream Mandarin musie scene is often associated with 
glamour, it is equally assumed that Hokkien singers represent a decidedly 
unglamorous, yet familiar, local Taiwan; while the international stars of 
Hong Kong cinema and Mandarin pop and cinema advertise foreign whisky, 
the local stars of Hokkien song and drama advertise Taiwanese beer.
(Taylor, 2008, p. 64, my emphases)
In this comparison, a set of dichotomies between localism and internationalism 
emerges: while Taiwanese is perceived as the language of ‘the people’ which reflects 
a quality of ‘modesty, sincerity and the mundane’, carrying a meaning of localism; 
Mandarin is articulated into the language of ‘the state’, representing notions of 
glamour, the upper class and foreignness. Moreover, with the embedded postcolonial 
mentality in contemporary Taiwan, the meaning of the spectacle is therefore 
intrinsically foreign with an awareness of national hierarchy on a global scale, 
emphasising particularly the American / European connections. Mandarin pop is, in 
this case, intricately linked with a set of geographical imaginations which is 
constructed alongside post-war political, ideological and linguistic discourses. It is 
shaped in the post-war milieu, directed by the KMT’s cultural policies. The 
geographical imaginations between localism and internationalism, it can therefore be 
argued, are the first spectrum in the logic of spectacle in Mandarin pop.
Facilitated by KMT’s cultural discourses. Mandarin pop experienced a ‘golden age’ 
throughout the following two decades (National Chiang Kai-Shek Cultural Center, 
2011); and, with its commercial success, there was an increasing development in the 
recording industry with the Japanese idol system being ‘conscientiously copied’ into
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Mandarin pop in the 1980s (Iwabuchi, 2002, p. 113). According to Koichi Iwabuchi, 
imitating the Japanese model was ‘an easy and safe way’ for the ‘not-so-mature 
Taiwanese music industry to promote its own pop idols’ and to ‘guarantee their own 
success’ (2002, p. 113).
Despite Iwabuchi noticing that the imitation stage was over by the early 1990s, 
Japanese popular culture eontinued to have a profound influence in Taiwan, 
producing what Ming-Tsung Lee termed the ‘Japanised cultural consumption space’ 
(2004, p. 134). Japanese gendered representations in the media were a part of the 
cultural products imported at that time. Indeed, according to L. H. M. Ling, gender 
images ‘apparent in PRC and Taiwan reflect Japanese media stereotypes of women’, 
which can be divided into four main stereotypes: ‘cute schoolgirls (13 to 18 years old), 
hip cuties (18 to 22), single office workers (22 to 25), or sexy adults (25 to 35)’ (2005, 
p. 474).
The Japanese media presentations of femininities, therefore, form the second 
spectrum in the logic of spectacle in Mandarin pop: the gendered representations 
between ‘cuteness’ and ‘sexiness’. This spectrum demonstrates that the ideas of 
‘cuteness’ and ‘sexiness’ are not merely descriptive terms, but are themselves 
subgenres at the opposite ends of a Japanese-influenced gendered spectrum. It is 
characterised by embedded assumptions of age (from schoolgirls to mature women), 
imaginations of physique (from prepubescent figures to an emphasis on fully- 
developed curvaceous bodies), and personal attitudes (from innocence to a confident 
stylisation), albeit these diehotomies are not always entirely clear-cut.
Reverting to the Blackie Show, the gendered spectrum suggested by Ling seems to 
underpin the corporeal knowledge demonstrated in the performance. From the fact 
that the performance depicted very little original choreography, to the fact that the 
three options referred to were stars from different, rather than the same, subgenres, 
what had been performed was the cultural and corporeal discourses attached to these 
subgenres. In other words, the Blackie Girl performed the nuances between the three 
stereotypical, and deeply Japanese-influenced, categories of femininity. In the 
Prologue, the three optional answers to the quiz question suggested the three most 
spectacular stars at that time.
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Located in the Blackie Show, the performance of the three dancing bodies testified to 
the logic of spectacle in Mandarin pop, which is constructed in the historical 
development of the genre in the post war era. This logic was conditioned by 
linguistic, ideological, gendered and corporeal aspects of the culture, and was 
configured by two spectra: geographical imaginations, which shuttle between 
localism and internationalism, and gendered representations, which range from 
cuteness to sexiness. These cultural and corporeal assumptions are therefore context- 
specific to contemporary Taiwan with a partial imprint of regional history in East 
Asia. Their complex histories demonstrate the trans-cultural and ultra-regional 
construction of the musical genres and corporeal styles which do not fall within the 
definition of any specific nation.
Conclusion
In this chapter, I have investigated the historical context which foregrounds the 
emergence of the dancing body in Mandarin pop in the dominant Taiwanese 
mediascape. Through historical research (Section 3.1), I argue that the social, 
cultural and political context of the post-war era had a profound influence on how the 
dancing body was perceived. One of the key factors was KMT’s post-war cultural 
policies and social discourses which were devised against Chinese Communism, 
reflecting the prevalent intemational anti-Communist milieu.
I analyse this politically-influenced phenomenon from four perspectives: linguistic, 
ideological, gendered and corporeal. From the linguistic and the ideological aspects 
(Section 3.2), I argue that KMT’s anti-Communist agenda led to legitimisation of 
Mandarin as the official language, promoting ‘Chinese traditional culture’ at the 
expense of other languages and cultures. This policy resulted in a dislocation of the 
linguistic paradigm from Japanese and Taiwanese to Mandarin and English, impelling 
a postcolonial mentality the imprint of which is still visible in contemporary society. 
From the perspective of a gendered corporeality (Section 3.3), I delineate the 
dichotomy between the military body and the dancing body and its embedded 
gendered, cultural and corporeal assumptions. However, this dichotomy is often not
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Stable. Through analyses of the rise of Cloud Gate Dance Theatre in the 1970s and 
the abolition of the dance ban in 1986 (Section 3.4), I examine how the body -  in 
modem dance and in popular culture -  was strategically translated and tactically 
justified by deploying the discourses of the military body to achieve its cultural 
significance (in the former ease) and normality (in the latter example).
These four aspeets are integrated into the history of two genres: Mandarin pop and the 
Taiwanese (‘Hokkien’) pop (Section 3.5). I argue that the logic of spectacle in 
Mandarin pop has to be analysed with consideration for the interaction between the 
two genres and the socio-political milieu of the time. I propose that the logic of 
spectacle in Mandarin pop has been shaped in two historical moments. First, during 
the 1960s when Mandarin was officially reinforced; and, secondly, during the 1990s 
when Japanese influence on popular culture was at its highest level. These two 
moments impelled two analytical spectra -  geographical imaginations (ranging from 
localism to intemationalism) and gendered representations (ranging from cuteness to 
sexiness) -  which will form the analytical framework for further examination of the 
three case-studies in Part Two.
8 6
Introduction to Part Two
Starting from the Blackie Show, I have pointed out that the performing moment is 
intrinsically ambiguous and is situated between ‘original’, imitation and parody 
(Section 0.1). In order to analyse the ambiguity, this thesis is founded on a 
supposition that these styles of the dancing body are various forms of corporeal pun, 
materialising through the force of punning translation in the transnational and 
intermedial fields. Based on Redfem’s notion of pun, argued as having ‘room to 
manoeuvre’ (1984, p. 122), I have theoretically developed the idea of the ‘room’, i.e. 
the transnational and intermedial digitalised cultural space (Chapter 1), delineated the 
act of ‘manoeuvring’, i.e. the translation of corporeality (Chapter 2), and articulated 
the post-war Taiwanese history through which the above cultural practices can be 
contextualised (Chapter 3) and the logic of spectacle gradually takes shape (Section 
3.5). Centring on the mass-mediated field, this part sets out to analyse, through the 
aid of the above theoretical lenses, the three styles of the dancing body performed in 
the Blackie Show, Coco’s ‘sexiness’ (Chapter 4), Cyndi’s ‘cuteness’ (Chapter 5) and 
John’s hybrid presentation of ‘sexy cutie’ (Chapter 6). I seek to delineate the logic of 
the translation through which different punned bodies are formulated, and to examine 
the proeess of negotiation through which corporeal hierarchy demonstrated in the 
Prologue is materialised (Part Two Conclusion). This part is therefore a direct 
response to the first research question, which asks the constitutive principle of the 
corporeal knowledge in Taiwan.
Methodologically, I take into account public data of all forms, with special attention 
paid to the music video. Drawing upon methods provided by music video studies 
(Vemallis, 2004; Beebe and Middleton, 2007) and film studies (Bordwell and 
Thompson, 2004), I analyse the video as an intersection between sound and image, 
paying special attention to the dancing body (Section 1.1). These data are examined 
against three analytical models which will be developed in this introduction. Apart 
from one being a direct transposition of Redfem’s idea of ‘room to manoeuvre’, the 
other two models are, first, the model of triple performativity, derived from Butler’s 
theory (1990) and, second, the system of myth which is based on Barthes’s concept of
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sign (1972). Originating from different aeademic lineages, this interdisciplinary 
attempt is a strategic amalgamation, aiming to tackle a specific cultural phenomenon 
and thus reflecting the ‘tradition’ of cultural studies (Grossberg, 1997, p. 14) (Section 
1.3). It is my suggestion that these three methodological models -  Butler, Redfem 
and Barthes -  are intricately linked and function in a way which is similar to lenses of 
different strengths, with Butler offering a macro-scaled panorama, Redfem giving a 
meso-scaled view and Barthes presenting a micro-scaled perspective. In this 
Introduction, I articulate these three models, in the sequence from the macro to the 
micro, to provide an analytical framework as a means to examine the three 
spectaeular dancing bodies of Coco, Cyndi and John.
In the Blackie Show, with a subtitle of kuso (parody), the dancing girl successfully 
imitates dance in the musie video. This reproduction is subsequently praised as being 
‘more or less originaV. In this instance, the content of a performance (i.e. imitation) 
proves to be able to blur, or contradict, the category it sets out to perform (i.e. parody) 
and may be understood differently (i.e. as being ‘original’). By this contradiction, 
this performing moment indicates a reverse process in that gender identity, corporeal 
style and aesthetic categorisation are achieved through performances, rather than 
having a pre-existing foundation. Gender identity, corporeal style and aesthetic 
categories therefore are performatively constmcted and naturalised by the performer 
at the moment of performance.
Performativity, in the theory of Butler (1990, p. 177), is argued to be ‘an act’ through 
which meanings are constmcted in a dramatie and contingent manner (Section 2.2). 
At the centre of her theory, Butler comprehends gendered bodies as many ‘styles of 
the flesh’ which are ‘never fully self-styled’, producing cultural meanings through 
‘stylised repetition of acts’ (1990, p. 177). Reverting to the Blackie Show, it can be 
argued that there are three-layered cultural meanings constmcted at the moment of 
performance: gender identity (i.e. ranging from ‘cuteness’ to ‘sexiness’), corporeal 
style (i.e. the embodiment of different gendered identities) and aesthetic 
categorisation between ‘original’, parody and imitation. In other words, what the 
Blackie Show demonstrates is a process of triple performativity, negotiating cultural 
assumptions and body politics at the moment of the performance. Using the Blackie 
Show as a springboard, the following three chapters set out to analyse these three
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layers of meaning. By focusing on the dancing bodies of Coco, Cyndi and John, I 
delineate the construction of gender identities and their corporeal styles and at the 
same time pay attention to the formative process of the notion of authenticity. By 
acquiring ‘originality’, the three gender identities -  ‘sexiness’, ‘cuteness’ and ‘sexy 
cutie’ -  actualise their corresponding corporeal styles, to become a gendered dancing 
body which can be ‘naturally’ and collectively understood by the audiences. In this 
sense, while the Blackie Show demonstrates the fact that contemporary corporeal 
knowledge takes these three bodily configurations as major components, this part 
analyses its prehistory to delineate the process through which their dancing bodies 
achieve the status o f spectacle to become the representatives of the major corporeal 
styles.
By using the model of triple performativity, Butler offers a macro-scaled perspective 
to demonstrate the formative process of cultural and corporeal assumptions which are 
collective in nature. To analyse the ambiguity of the performing moment, I would 
like to narrow down the process of the construction of the cultural meanings. It is my 
suggestion that Butler’s ‘stylised repetition of acts’ (1990, p. 179) can be 
comprehended in tandem with Redfem’s notion of pun -  ‘room to manoeuvre’ -  as 
the dancing body translating cultural meanings in a transnational and intermedial 
digitalised space. In this vein. Part Two analyses the process of corporeal translation,
i.e. the way the three stars deploy their dancing bodies to explore different 
possibilities, acquiring extra layers of meaning to contest existing corporeal 
definitions. In short, I investigate the way pop stars, now theoretically comprehended 
as punsters, translate various gendered, racialised and nationalised meanings at the 
moment of performance to create corporeal puns.
This process of punning, as I set out to illustrate, has a tendency to move stmcturally 
towards the direction of the spectacle. In this procedure, three major components 
frame the scene: the logic of spectacle, the intermedial space, i.e. the ‘room’, and the 
practice of corporeal translation, i.e. the act of ‘manoeuvring’. The logic of spectacle, 
as I have articulated through a historical review (see Section 3.5), is based on a 
geographical imagination of foreignness. Together with its embedded division 
between different historically-constructed modes of gender representation, I propose a 
three-dimensional diagram of translation (Diagram 1) as a basis to examine the three
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case-studies. In this diagram, while the first spectrum (x-axis) denotes gender 
representations, shuttling between ‘cuteness’ and ‘sexiness’, the second spectrum (y- 
axis) represents geographical imaginations, ranging from localism to intemationalism, 
and the third spectrum (z-axis) designates intermediality, i.e. the ‘room’. I signify the 
ambiguity presented through the dancing body at the moment of performance by a 
dotted circle with a small arrow indicating the process of translation, i.e. the direction 
of the ‘manoeuvring’ movement. With foreignness being the logic of spectacle in 
Mandarin pop, the following three chapters will demonstrate how the three stars 
manoeuvre towards the idea of spectacle through constant acts of corporeal 
translation, creating punned corporealities in different ways. In other words, the 
following three case-studies have a tendency to move towards the top right of the 
diagram.
Diagram 1: The diagram of translation: ‘room to manoeuvre’
Geographical imaginations (y-axis)
Internationalism
Intermediality (z-axis)
Localism
) Ambiguity (of the performance / 
of the star image) 
Thp^'manoeuvring’ movement
Gendered representations (x-axis)
‘Cuteness ’ ‘Sexiness ’
However, there is an important proviso which needs to be noted. Despite, in the 
following chapters, using the name of the stars in various places as if they have the 
ability to decide and drive the development of their own images, this use serves a 
rhetorical purpose rather than a reflection upon actual social relationships in the 
production of a star. Indeed, the driving force for corporeal translation is affected by 
a mixture of complicated cultural, commercial and artistic interactions between the 
music industry, the stars, and the audiences. For example, when a star makes a
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statement publicly, I do not discuss its origin or personal intention. ' Rather, I analyse 
the interplay between different gendered, nationalised or racialised signs within the 
statement: how it is comprehended by the audiences (for instance, supportive, 
nonchalant, or causing upset) and how the way it is comprehended by audiences can 
trigger further reactions from the stars and their companies to highlight, justify, 
amend, or revoke the statement. In this sense, the manoeuvring movement portrayed 
in this model denotes a relatively long term interaction where the music industry, the 
stars, and the audiences all interactively contribute to the process of translation, 
reflecting Best and Kellner’s notion (1998; 1999) of interactive spectacle (Section 
1.2).
Through translation, the meaning of the sign is re-articulated and its attached politics 
are reformulated, impelling a punned corporeality. From a micro-scaled viewpoint, 
the basic element in this translation / reformulation / re-articulation process is linked 
to modes of sign production and this operation repeats a process which Barthes 
termed signification. Barthes, in his seminal essay Myth Today, states that 
signification is ‘the myth itself which is ‘a second order semiological system’ based 
on a theory of sign (1972, p. 121 and p. 114). Sign, understood by Barthes, goes 
beyond a linguistic constriction to connote different modes of representation which 
can be ‘endowed with meaning’ (1972, p. 110) and, in this sense, opens corporeal- 
centred and intermedial possibilities. Starting from Saussure’s distinction in the sign 
system between signifier and signified, Barthes argues that sign, as the associative 
total of a concept and an image, is, in the system of myth, ‘a mere signifier’ (Table 3). 
Using his famous example based on the picture of a saluting Negro boy in French 
uniform, the boy has been transformed from Sign (Stage 3) to SIGNIFIER (Stage I) 
as a means to signify French Imperialistic discourses (SIGNIFIED, Stage II). 
Signification, therefore, denotes a procedure through which the content of a sign is 
maximised, drained and distorted as a means to embody a specific cultural meaning. 
Moreover, signs are often in excess, ready to be appropriated and transformed at the 
moment of signification (1972, pp. 119-20).
’ For a discussion on the issue o f agency, see Chapter 2 note 2.
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Table 3: The system of myth (Barthes 1972; 115)
Language 1. Signifier 2. Signified
3. Sign
MYTH I. SIGNIFIER II. SIGNIFIED
III. SIGN
Barthes’ theory, therefore, speaks strongly to the idea of pun in that it suggests an 
intermedial space in the sign systems (the idea of the ‘room’), and at the same time 
highlights the process of signification (the act of ‘manoeuvring’). Indeed, as Barthes 
states, myth is ambiguously ‘a double system’ constituted by ‘a sort of constantly 
moving turnstile which presents alternately the meaning of the signifier and its form’ 
(1972, p. 123). The fundamental concept is ‘to be appropriated in order to naturalise 
its distortion and ‘to transform history into nature’ (1972, p. 119 and p. 129). In other 
words, myth is a form of semiotic robbery, naturalising extra layers of meaning to 
hide the very process of appropriation. Reverting to the dancing body, the ambiguity 
presented at the moment of performance is the act of appropriation in action, 
manoeuvring strategically towards the logic of spectacle. In this sense, this part sets 
out to argue that the development of star images is shaped by the historically- 
informed logic of spectacle in Mandarin pop.
Starting from this point, there is a set of theoretieal phrases denoting the idea of 
‘movement’ in different scales. From a micro scale, the dancing body appropriates 
and! artiemlates excessive signs, playfully and intentionally, in order to signify. In this 
case, the idba of ‘movement’ denotes the process of signification. From a meso scale, 
the siipîiifreation is repeated, often with variation, in the development of the star 
iimage.. The ‘movement’, in this sense, designates the notion of re-articulation, i.e. 
corporeall translation, creating punned corporeality in a transnational and intermedial 
space. From a macro scale, through corporeal translation, signs are re-articulated to 
perfoMâlively construct gender identity and corporeal style as a means to create a 
sense of authenticity. As Barthes insightfully notices, the relationship between 
signrfiedL signifier and sign iS' ‘actualized in difierent ways’ (1972, p. 114), corporeal
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translation can articulate meanings in different forms, the body can be punned in 
different modes, and the acts of performativity can be enacted in different ways. The 
three chapters in this part therefore set out to explore different modes of signification, 
methods of punning translation and ways through which performativity is exercised. 
From these three methodological models -  triple performativity, the diagram of 
translation and the system of myth -  this part sets out to test the hypothesis that the 
three star images are constructed by various modes of ‘movement’, which denote 
performative acts, corporeal translations and significations. Through ‘movements’, I 
argue that the way ‘punned’ corporealities materialise is intricately guided by the 
logic of spectacle in Mandarin pop.
Most importantly, each of these modes, suggested by contemporary cultural theorists, 
is argued to have an embedded sense of historieity in that they contribute to the 
formation of corporeal, gender and aesthetic histories. Hall’s theory of histoiy, 
interpreted by Grossberg, is of an active struggle resting precisely on the continuous 
acts of ‘de- and re-articulation’ (Grossberg, 1997, p. 175). In Barthes’s idea of sign, 
myths are historical events which have the ability to transform ‘history into nature’ 
(1972, p. 129). Signification, in this vein, is a historical force. Translation, in 
Bhabha’s understanding, also suggests a historical tendency. Speaking against a view 
to regard history as ‘pure theology of analysis’ (1994, p. 37), Bhabha insists that 
history is constructed through acts of translation. Butler’s theory of performativity is, 
in the view of Della Pollock, intricately linked with the formation of history in ‘deep 
patterns of iteration and reiteration’ and ‘that performance mobilizes history through 
and as repetition’ (1998, p. 2). Redfem’s notion (2010) of pun also suggests a sense 
of historicity in that language is constantly evolving by ‘processes of displacement 
and substitution’ (Academica Press, 2009, n.p.). The propensity towards history of 
the above variations of ‘movement’ -  articulations, significations, translations, 
performative acts, punning — therefore offers a theoretical insight for the formation of 
history. In other words, when a set of corporeal knowledges is demonstrated in a 
performing event in the Prologue, I explore the embedded historicity in this bodily 
sensibility. On the hypothesis that this corporeal knowledge is built upon various 
forms of the above theoretical ‘movements’, I will argue, in Part Two Conclusion, 
that this knowledge is a part of Taiwanese body history in the contemporary world.
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Drawing upon music video analysis (Section 1.1) in tandem with the approach of 
cyberethnography (Section 1.3), the following three chapters analyse different modes 
of ‘movement’ as a means to delineate the formation of a set of collective corporeal 
knowledges. While Chapter 4 begins with a study of Coco’s ‘sexiness’, Chapter 5 
considers Cyndi’s ‘cuteness’. These two chapters prepare for the entrance of John 
(Chapter 6), who represents a hybridised form of femininity, the ‘sexy cutie’. These 
three chapters adopt a format where an introduction to the star is followed by a music 
video analysis. Based on the corporeal construction of the star image, I delineate 
three different modes of punning: localisation for Coco, re-routing for Cyndi and 
internationalisation for John. Deploying the diagram of translation, I will, in the Part 
Two Conclusion, compare three diagrams to explain how the corporeal hierarchy 
comes into being through negotiations of cultural discourses and body politics. This 
bodily order is a major feature in Taiwanese corporeal knowledge. By analysing its 
formative process, this part directly responds to the first research question set out in 
the Introduction and will be revisited in the Conclusion in connection with my 
exploration of the overall research question on the ambiguity of the performing 
moment.
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‘Sexiness’ in disguise
Localising the construction of an ‘American’ singer in an Asian scene
Introduction
Coco’s dancing body, as demonstrated in the Blackie Show, is mostly associated with 
the idea of ‘sexiness’, with a preset corporeal configuration which, using Laban’s 
terms, is direct in space, strong in weight and quick in time. In this chapter, I 
delineate the construction of a ‘sexy’ dancing body and its continuous negotiation in 
different local contexts. Taking intermediality into account, I argue that Coco’s 
dancing body continues to be in a process of translation, impelling a punned 
corporeality where the idea of ‘sexiness’ is highlighted and at the same time being 
denied. This process involves a mode of localisation, resulting in a paradoxical 
representation of ‘sexiness’ in disguise.
This chapter is divided into four sections. In the first section (4.1), I contextualise 
Coco as a pop star in a Taiwanese scene. Through an analysis of Hip Hop Tonight 
(2006) in the second section (4.2), I set out to propose that Coco’s ‘sexy’ dancing 
body is constructed in music video following the logic of spectacle embedded in the 
genre of Mandarin pop. Deploying the diagram of translation, music video seems to 
carry one of the key definitions of Coco’s ‘sexiness’: an ‘Americanised’ eroticism.
However, within specific social, cultural and political contexts where public displays 
of eroticism are considered as low class and therefore a counter discourse to the logic 
of spectacle, I will continue to examine, in the third section (4.3), the process of 
negotiation through which Coco localises her dancing body into a Taiwanese context. 
In this process, Coco’s ‘American-ness’ is sinocised, while her ‘sexiness’ is 
desexualised, creating a second meaning to her star image. Moreover, as 
counterbalance to ‘American-ness’, Coco’s use of ‘Chinese-ness’ is in constant
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arbitration across various Chinese-speaking contexts where political antagonism, 
especially between China and Taiwan, remains intense. In the fourth section (4.4), I 
will detail several examples to analyse how different meanings of ‘Chinese-ness’ are 
strategically manipulated to comply with political sentiments in different locales, to 
be follow by a concise conclusion.
4.1 Contextualising Coco Lee into an Asian context
Coco, whose career stretches across nearly two decades, is arguably one of the most 
famous stars in the genre of Mandarin pop: she has released more than 20 albums 
since 1993, including many award-winning chart-toppers, in Mandarin, Cantonese 
and English in various Asian, American and European countries (Cocofans, n.d.). 
Politically, Coco is a Chinese-American with a hybrid background. She was born in 
Hong Kong to a China-educated mother, grew up in the United States, began her 
career as a pop star in Hong Kong, yet achieved stardom in Taiwan and crossed over 
to the United States in 1999 with a studio album, Just No Other Ways (Drake, 2001). 
The album achieved the 49^ place in the Billboard chart (2000) and she became the 
first Chinese American singer to reach such a position (Ho, 2003, p. 327). Another 
highlight was her performance at the 2001 Oscar Awards Ceremony in which she 
sang the theme, A Love Before Time, for the Oscar-winning film Crouching Tiger and 
Hidden Dragon (Drake, 2001).
One of the most prominent aspects within Coco’s star image is the idea of ‘sexiness’. 
As the media scholar Josephine Ho puts it, Coco in Taiwan is ‘perhaps better known 
among the local crowd as the sexiest body in the sexiest outfits, on top of her Rickie- 
Martin-style butt movements’ (Ho, 2003, p. 327). Moreover, Coco’s ‘sexiness’ is 
presented through the lens of internationalism with an asymmetrical focus on 
‘American-ness’. This attention is reflected in the ‘nicknames’ given by the media, 
which include ‘Mariah Carey of Taiwan / Asia’, ‘the Asian Jennifer Lopez’ and 
‘International super star’ (Craine, 2000; SET, 2005; K. Hsu, 2006). However, despite 
‘sexiness’ being widely used as one of the features of Coco’s star image, the term, as 
I set out to demonstrate, is context-specifically used, constructed and understood. 
This use reflects Joke Hermes’s argument that the codes of ‘sexiness’ in popular
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culture appear ‘not to be related to an older Platonic ideal’ of ‘the beautiful, the good 
and the truthful’, but follow ‘a Foucauldian disciplinary system that is structured 
around a central norm’ (2006, p.89). For comparison between English usage in an 
American / European context and the actual meaning understood in Taiwanese 
cultural practices, the term will appear in quotation marks and be tentatively defined. 
Based on Merriam-Webster Collegiate Dictionary, ‘sexiness’ denotes ‘sexually 
suggestive or stimulating: erotic’ (‘Sexy’, 2011, n.p.), I use the idea of eroticism as 
my working definition.
Hip Hop Tonight, the first single of her complete album Just Want You (2006), was 
one of Coco’s major releases after a five-year gap following Promise (2001). This 
gap, according to the introductory advertising, was a result of Coco’s ‘busy schedule 
in different international fields of pop music’ and her ‘insistence on giving her fans 
the best’ (Sony BMC, 2006a, n.p.). The album, therefore, is described as ‘Coco’s 
most satisfying work’ (Sony BMG, 2006a, n.p.). Despite the subsequent result 
proving that Just Want You was not a commercial success, nor did Hip Hop Tonight 
achieve any musical awards (B. Lai, 2006), the timing of its release after a five-year 
gap attracted intense attention from the audiences and gave it a defining status in the 
development of her star image in Taiwan.^ Moreover, taking into account Coco’s 
large number of releases in the previous decade, I have chosen Hip Hop Tonight for 
its proximity to the broadcast of the Blackie Show in 2007, as well as two other music 
videos chosen for this part (i.e. Cyndi’s Love You [2004] and John’s Agent J  \20()1]).
I argue that regardless of Coco’s style having been established throughout her 
prolonged career, Hip Hop Tonight forms an excellent case-study for comparison.
Hip Hop Tonight is a collaboration between Coco and a Taiwan-based Chinese- 
American male star, Vanness. Musically, the song is officially described as ‘fusing
' For example, one o f  the bloggers drew attention to the fact that ‘the news o f  Coco’s “returning” to 
Mandarin pop excites her fans [...]  and the promotion o f the album became a highlight for them [...], 
resulting in intense discussions and arguments between Coco’s and John’s fans on BBS before the 
release’ (B. Lai, 2006). Author’s translation: ‘ CoCo 
% Ians ' [...] ' [ - 1  CoCo
# ’ cocomimm
97
Chapter Four
hip-hop and funky styles’ (Sony BMG, 2006b),  ^featuring a duet between Coco’s 
ballad and Vanness’s rap against heavy musical beats and dance-driven soundscape. 
Visually, the video is characterised by their dance performance in an urban 
warehouse context, suggesting a New York ghetto. In the next section (4.2), drawing 
upon music video analysis (Section 1.1) together with the approach of 
cyberethnography (Section 1.3), I analyse the reception and the interpretation of the 
publicly-available data, including television interviews, news articles, online 
discussions, etc., paying special attention to the interplay between different gendered, 
nationalised and racial signs in the junction between sound and image. This analysis 
will focus on Introduction Scene, Instrumental Scene, Coco’s Scene and 
Vanness’s Scene;^ each of which will demonstrate an aspect of a ‘sexy’ dancing 
body. Using the diagram of translation, I pay attention to the interplay between 
gendered representations (‘sexiness’), geographical imaginations (‘American-ness’) 
and intermediality to suggest that Coco’s dancing body is authenticated through an 
interaction between these two aspects. I propose that Coco’s dancing body on the 
music video carries one of the key definitions of her ‘sexiness’, which is a naturalised 
and ‘Americanised’ version of eroticism.
4.2 Hip Hop Tonight (2006): the spectacular display of ‘Americanised’ ‘sexiness’
4.2.1 Introduction Scene and Instrumental Scene: naturalising a nationalised 
‘sexy’ dancing body
Introduction Scene (0.00-0.12) begins with a close-up of a ghetto blaster with 
booming bass sounds echoing in the background. With a man rapping ‘ya’, the 
camera cuts to a long shot to reveal Coco who, styled in a bikini top and military- 
green trousers, walks confidently away from the camera in a big, stark, warehouse­
like setting. She is preparing a warm-up sequence and, with the advance of the 
musical rhythm, the energy of the movements increases with Coco rocking her waist
 ^Author’s translation: ^jjjp Hop Tonightj ’ ^ ' a T  Hip H op#  Funky #
M  ’ # # # : % #  Party = ’
 ^ The four scenes will be thematically organised, albeit it is necessary to point out that issues 
embedded in Hip Hop Tonight are consistent across the video, as well as Coco’s star image in general, 
and therefore cannot be interpreted in an exclusive manner pertaining solely to any particular scene.
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and hips with her hands held up. This medium long shot displays her eurvaceous 
body against the light (Figure 7), followed immediately by a zoom-in to a medium 
shot focusing on the rocking movement of her waist, which gradually speeds up to 
accompany the musical beat (Figure 8). This shot is presented with a camera 
spinning movement, giving a rotating effect. In this scene, Coco and Vanness’s 
names, both in a scintillating golden font, gradually emerge, giving the movement a 
defining status.
Figure 7: Coco’s waistline (0.11)
C o C o # #
Figure 8: The camera highlight of 
 Coco’s waist (0.12)
Go Co
Indeed, Coco’s waist and hip movements are a constantly repeating theme 
continuously highlighted and presented in conjunction with the musical rhythm. In 
the Instrumental Scene (2.27-2.45), this emphasis is heightened. With the music 
gradually intensifying with the tempo of the drum beats increasing and Coco’s 
voicing of ‘oh’ accentuated, the camera highlights the speed of her rocking hips. 
Intercutting between Coco’s facial close-ups, group dancing, dual dances, and Coco’s 
solo dance, the camera, following the musical intensification, stabilises on a medium 
shot, focusing on Coco’s waist and hip movements (Figure 9). The movement speed 
gradually increases, and the momentum of her hips is sustained against the highest 
musical pitch, increasing the physical and musical tension. At the end of this musical 
phase, there is a sudden alteration of the soundscape from intense beating to gentle 
chanting and, visually, the camera cuts to Coco’s facial close-up, showing her 
tenderly crooning the song to deliver a sense of relaxation.
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Figure 9: Coco’s waist and hip 
movements (2.45)
Figure 10: Coco’s waist: a close-up 
(0.44)
These two scenes demonstrate an intense interplay between sound and image 
focusing on Coco’s dancing body, highlighting on the rotating movement of her waist 
and hips. This movement is fragmentally presented throughout the music video by 
the use of close-up (Figure 10) and is musically situated, synchronising the moments 
to the musical beats. The interaction between sound and image is carefully crafted, 
creating a musically-enhanced body which is constructed, and understood, as a 
corporeal spectacle. Indeed, Coco’s waist and hip movements are highlighted in the 
introductory advertising, which names the dance as ‘sexy hip hop’: while her waist is 
described as ‘serpentine’, her hips are referred to as being an ‘electric motor’ (Sony 
BMG, 2006c). This bodily configuration is understood by the media and her 
Taiwanese audiences as ‘natural’, ‘sexy’, and ‘powerful’. In a TV interview with 
Coco in Showbiz ( ^ ^ # ^ ) ,  for example, the MC watched her dance in amazement, 
exclaiming that Coco’s dance ‘is so natural’, ‘so powerful like J. Lo’, and that Coco 
has achieved ‘what a Chinese body can hardly achieve’ (SET, 2005 March 30).^ This 
view was also shared by Coco’s audiences and three common views on an online 
debate read,^
Author’s translation: ‘sexy HipHop ’ CoCo — IE Hip Hop Tonight ° ’. The
term means slender and rhythmic in the Taiwanese context.
 ^Author’s translation:
j lo power
&#g!i Coco \ ’
 ^These views are cited from a lengthy and unofficial online debate which took place on tw.yahoo
(ftnps**** [ID], 2007-8).
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1. The reason why Elva [another Taiwanese pop star] and Coco are the 
best is because they are both ABC [America born Chinese] and therefore 
they practice the hip-hop’s basic steps from youth J
2. Excuse me, Asians who dance are all the same -  they are so soft and 
rhythm-less. [...] But if I really want to choose one, [then the best one 
would be] Coco.^
3. Coco has a good innate sense of dancing.^
(My emphases)
In these comments. Coco’s ‘innate’ sense of rhythm is regarded as the reason for her 
dancing ability, and leads to an essentialist justification of dancing ability with 
nationality. In other words, nationality becomes a feature which can be visualised 
through the dancing body: identity and corporeality are, in these arguments, 
intrinsically interconnected, constructing Coco’s corporeal spectacle in full 
cooperation.
Moreover, this bodily configuration carries sexual implications. In the Instrumental 
Scene, the speed of both the music and the hip movements can be interpreted as 
depicting a sexual orgasm, which structurally follows after two sections of rap 
containing explicit sexual references in English (see Section 4.2.3), suggesting a 
sense of ‘Americanised’ eroticism. In other words, Coco’s dance constitutes a 
Taiwanese myth of ‘American’ corporeality through which different gendered and 
nationalised signs are naturalised in / through dance, reflected in the MC’s comment: 
‘Coco’s dance is so naturaP. My intention is neither to question Coco’s dancing 
ability, nor to criticise the nationalised bodily myth that is prevalent in the Taiwanese 
media. Rather, I am interested in the potential and significance of the music video as 
a genre in creating bodily meanings. Through a close analysis of the above scenes, 
what seems to be ‘natural’, ‘powerful’, and ‘ non -Chinese-like ’ are actually carefully 
crafted through the music video and are intricately produced into a form of common 
sense through various events online and offline, facilitating a process of naturalisation 
which transforms history into ‘nature’ (Barthes, 1972, p. 129).
’ Author’s translation: [sic] 2 ABC '
) [ a m  ABC ° ’ (by tooo32**** at 2007/08/11)
 ^Author’s translation: [•••]
’ coco m  ! ’ (by sunnyukh**** at 2008/04/05)
 ^Author’s translation: coco ! ’ by (rickcoco72**** at 2008/04/08)
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Coco’s gendered and nationalised corporeality also has a temporal significance of 
progressive-ness, reflecting the intricate relationship between space and time in the 
theory of modernity. Gurminder Bhambra, through a review of theories on modernity, 
argues that the idea of temporal rupture and the notion of geographical difference are 
two fundamental assumptions in the discourses of modernity (2009, p. 1). That is to 
say, rupture and difference create a geo-temporal matrix, through which the process 
of ‘modernisation’ can be understood. In Coco’s case, while ‘American-ness’ is 
highlighted, representing geographical difference, the temporal rupture is also 
carefully constructed. For example, one of the news articles on Hip Hop Tonight 
reported.
For shooting the music video, Coco saw the sun rise twice in one day and 
has not closed her eyes for 24 hours. [...] Coco says she nearly fell asleep at 
midnight, but she tried to hold on [...]. The director recommended a special 
energy drink and, after two bottles, she ended up with too much energy and 
felt very “high” even after the shooting. She says that it was truly amazing!
(Sony BMG, 2006c, n.p.)
In this news article. Coco’s stamina, vitality and talent are highlighted: she is 
presented as ‘advanced’ in temporality in the training of her dancing body and, thus, 
more modem. This construction impels a cultural and corporeal hierarchy, which 
speaks to, or reflects, Taiwanese post-colonial mentality where ‘American-ness’ is 
considered to be more important than ‘Chinese-ness’ and the gender representation 
where ‘sexiness’ is understood to be more advanced than ‘cuteness’. Signifying 
through the idea of rupture and the notion of difference, an ‘Americanised’ eroticism 
and progressive temporality interlock through Coco’s dance of ‘sexiness’. The 
configuration of this corporeal discourse projects Coco’s dancing body into a higher 
level of corporeal spectacle, to be truly and naturally spectacular.
'“ Author’s translation: ‘Coco Hip Hop Tonight MV * — ’ # #  2 4 /Jn
cocom m gm ± »
mm ’ coco m high
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4.2.2 Coco’s Scene: constructing a ‘confident’ and ‘authentic’ ‘American’ style
The construction of an ‘Americanised’ ‘sexiness’ continues to be emphasised through 
references to ‘American’ pop stars in Coco’s Scene (1.45-1.53), with the group of 
dancers being presented through medium shots, revealing Coco in a central position 
of the formation wearing in a black bra over a small white top. Coco dances and at 
the same time lip-synchronises the following lyrics, which are composed mainly in 
Chinese (in my italics).
A chatterbox will never be ‘high’.
[ If you are] someone irreverent, keep away.
[The answer] whether I  respond [to you] or whether I  love [you] or not 
will be clear i f  you look at my dance.
Let’s get the party started with the coolest and newest rhythm.
Whether you behave yourself and whether you are ‘high’ or not, follow  
me and Hip Hop Tonight.
Beginning with her right hand moving parallel outwards from eye level. Coco is 
presented in a medium close-up with her black bra occupying the centre of the shot. 
This scene is followed immediately by a zoom-in to her bra, and then cuts to her solo 
performance where she has her arms bent inwards, pumping up and down, as if she is 
mimicking the wing-flapping movements of a bird (Figure 11). The visibility of her 
chest is enhanced through the movements which are further animated by a shift to a 
group dance scene where she rocks her upper body energetically (Figure 12).
Figure 11 : Coco’s Madonna style 
(1.50)
Figure 12: Coco waist movement 
(1.51)
"Author’s translation: high - ' M W M  ' M W M  ’
° Let’s get party started ! # # # #  cool ' highT^ high ’ ÊE
Hip Hop Tonight Now ! ’
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Her outfit suggests the image of Madonna, whose characteristic cylinder bra 
remains one of the most famous sexual icons of the twentieth century. Through 
make-up. Coco’s skin colour also appears to conform to the ‘racial’ image of 
Madonna as a ‘white’ American. This scene is in sharp contrast to the Introduction 
where the make-up and the lighting reflected her media nickname as ‘the Asian 
Jennifer Lopez’,en cou rag ing  a link between Coco’s ‘sexiness’ and a Latina image. 
Moreover, similarities between Hip Hop Tonight and Cassie’s Me and You ( 2 0 0 6 ) ,a 
music video of an African American star, have been obseiwed among Coco’s 
audiences (Smiling Orange [ID], 2006), constructing a subtext of ‘black-ness’ to 
Coco’s ‘sexiness’ (see Figure 13 and 14).
Figure 13: Coco’s opening scene 
(0.06)
Figure 14: Cassie’s opening scene 
(1.22)
Through the construction of the mise-en-scène. Hip Hop Tonight seems to refer to 
Madonna, Jennifer Lopez and Cassie in a superficial and hybridised way, rendering 
the use of signs into a colour confusion in that transcultural flows seem to deposit 
different ‘colours’ onto Coco’s skin: she is ‘genuinely’, ‘white’, ‘brown’ and ‘black’. 
Coco signifies, on the one hand. Madonna’s style, constructing a sense of ‘whiteness’; 
on the other hand, she is described as one with an innate sense of rhythm in
Madonna is an A-list American dancer, singer and movie star who achieved stardom in the early 
1980s. Famed for her sexually provocative performing style, she is considered as one o f the ‘25 most 
powerful women o f  the past century’ and ‘best-selling female rock artist o f  the 20th century’ by Time 
Magazine (Castillo, 2010).
Nicknamed J. Lo, Jennifer Lopez, o f Latin-American-descent, is a Hollywood A-list actress, singer, 
record producer, dancer and fashion designer. Her public career commenced in the mid-1990s. She is 
famed for her sexy presentations on stage and has been listed as one o f ‘100 most influential 
Hispanics’ in 2007 (Reuters Press Office, 2007).
Cassie is an Afro-American model, dancer and singer whose career as a pop star emerged in the mid- 
2000s. She is most famously known with her 2006 single. Me & U, which peaked at No. 1 on 
Billboard’s Hot R&B/Hip-Hop Songs chart and No. 3 on the Hot 100 (Werde, 2008).
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performing hip-hop, stereotypically regarded as an attribute of ‘black-ness’. In 
addition, her waist and hip movements are often compared with Jennifer Lopez, 
contributing to a superficial construction of ‘brown-ness’. In this process, 
racialisation -  be it to ‘whiten’ or ‘darken’ -  is used as a strategy to sexualise Coco’s 
dancing body. Apart from the issue of race, national identity is also used in this 
process to eonstruct a hyper-sexualised performing style. In studying the relationship 
between racial, national, and sexual boundaries, Joane Negal argues that sexual 
stereotypes often overlap with race- or class-based boundaries in that African 
Americans and Latinos are often described in the United States as being 
‘hypersexual’ (Nagel, 2003, pp. 9-10). In Coco’s case, with the emphasis on the 
nationalised idea of ‘American-ness’, the racialised stereotypes which Negal 
described seem to have been translated to Asia through music video. This translation 
propels a new set of gender representations of femininity in Taiwan with the United 
States being utilised as a hypersexualised sign. In this process, discourses are 
naturalised; history, power relationships and processes of translation are obscured. 
‘American-ness’ is, now, factually ‘sexy’.
These connections to ‘American’ style and pop stars, despite being superficially 
deployed, are not left unnoticed, raising vibrant debates concerning the ownership of 
cultural property among Coco’s Asian audiences. Hip Hop Tonight, for example, 
has been widely rumoured for plagiarising Beyoncé’s Crazy in LoveJ'^ Coco, as 
described in the press, encountered this rumour with a confidant attitude by stating, 
‘Come on. I’m not interested in copying old stuff. I will copy something new if I 
must’ (Yuan, 2006b, n.p., my em phasis).R everting to the myth of ‘American-ness’ 
as ‘sexiness’, this cultural configuration is, in Taiwan, often stereotypically combined 
with a confident stylisation. In the reception of Madonna in Taiwan, Josephine Ho 
pointed out that ‘[t]he self-confidence of the almost lewd Madonna’ has helped to 
change ‘Taiwanese teenage girls’ images of their own bodies as well as the way they
It is necessary to note that the ‘American’ style that I refer to in this chapter is always already 
hybridised and is deeply entangled with issues o f cultural, racial and national identity. Using the 
development o f  jazz dance in the United States as an example, this argument is exemplified by Jane 
Desmond in her seminal essay. Dance and Cultural Studies (1997, pp. 53-4, note 20).
Bey once is an A-list American star, a singer, songwriter, actress and fashion designer o f African 
descent. Beginning her career as a pop star in the late 1990s, she holds multiple Grammy Awards, as 
well as being included by Time Magazine as one o f the ‘100 most influential people in the world’ 
(Anderson, 2010).
'"Author’s translation: ‘M L  ! ! '
105
Chapter Four
carry their sexual markings’ (2003, p. 327, my emphasis). In this articulation, 
‘American-ness’, ‘sexiness’ and personal stylisation, i.e. self-confidence, are 
understood to be closely related. In this sense, Coco’s confident tone in repelling the 
criticism of plagiarism of American stars paradoxically reflects the ‘self-confident’ 
image linked to ‘American-ness’. I do not try to go into an essentialistic argument on 
nationality and the presentation of confidence, nor do I imply that Coco’s 
presentation of confidence is an appropriation from the above-mentioned stars. 
Instead, I argue that it is through the way in which these American stars, especially 
Madonna, are perceived in Taiwan that the attitude of confidence becomes associated 
with ‘American-ness’. Through this association, the fact that Coco’s confident ‘self- 
defence’ was easily accepted can be interpreted. The use of confident stylisation 
dismantles the accusation and at the same time, paradoxically, reconstructs her 
authenticity. To put it in another way, through confidently repelling the accusation of 
plagiarism -  an attitude which is constructed to be akin to ‘American-ness’ -  Coco 
successfully dismisses the accusation and at the same time authenticates her 
presentation of ‘American-ness’. Coco’s defence was widely accepted by her 
Chinese audiences, for example.
1. The similarity is only present in some elements but not the feeling. Coco
tries to present a healthy party-style dance [...] but not sexy [therefore 
differing from Cassie’s]. The one who proposes this question is wrong;
2. I should say Cassie copies Janet Jackson if anyone says Coco copies
Cassie;
3. I would call that girl’s [i.e. Cassie] music video far too green [immature]
and cannot compare with our chief [i.e. Coco];
4. This is called learning [but not copying];
5. This has nothing to do with our chief [Coco] and should entirely be the
director’s business;
6. I think Coco has already cleared this rumour -  you shouldn’t ask
anymore.
(Smiling Orange [ID] 2006)
In these comments. Coco achieves a high status of authenticity on the grounds that 
there cannot be any singer more genuine than her and, if there is, then the concept
Original in simplified Chinese. Author’s translation: ‘ f eel i ng— ’ 
w coco party
’ # ^ # # 7  ! J ' coco # { 5  cassie cassie ! j '
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itself should be questioned, or the music industry (e.g. the director) must be at fault. 
The construction of the authenticity articulates a sense of agency in Coco’s star image, 
in that she is perceived by her audience as a ‘free’ agent who chooses and presents, 
musically and corporeally, the ‘natural’ sense of ‘American-ness’, These online 
justifications seem to contribute to Coco’s construction of spectacle, testifying to 
what Best and Kellner (1999) have proposed, the theory of interactive spectacle in the 
age of the Internet. After the construction of a spectacular dancing body, the 
interactive form of the spectacle authenticates, justifies, and elaborates this already 
spectacular corporeality, impelling the dancing body to be more natural than nature, 
and more real than reality.
4.2.3 Vanness’s Scene: eroticising Coco’s dancing body through the use of genre
The lyrics and the musical genre also deliver a sense of ‘American-ness’. From the 
lyrical perspective, while Coco sings mainly in Chinese with occasional English 
words (see Section 4.2.2), Vanness raps entirely in English with one of his parts 
reading.
Once again, here I am, knock knock
open dem legs and let me in
Fiein fo da juice yo body be gleamin with
Excuse me miss, but you got me thinking bout weeken
and we can bounce low, get low, yo nice and slow!
Never the less V.DUBB a.k.a Van Ness, I must confess
I am oh so fresh eus when I dress I do Impress
stopping hunnies with my magic stick
makin’em shoot a dirty flick
subtext rated X when next CoCo time to flex
This musical section is presented in a high speed fashion, involving references to 
genital sex in slang. It confirms the working definition of ‘sexiness’ as a sex-centred 
presentation of eroticism. Moreover, the rap is performed in conjunction with hand 
gestures, which are also sexually suggestive. For example, in Vanness’s Scene 
(1.39-1.43), Vanness’s face appears in a close-up. With a fast zoom-in, followed 
immediately with a camera cut, he is presented in a medium close-up, in which his 
upper arm and chest are visible. He waves his right arm in a fast and jerky manner
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and, with ‘subtext rated X ’ in the last line, he crosses his arms with his left arm 
placed horizontally in front of his chest, his right arm flicks forcefully upward across 
his left arm, presenting a ‘X gesture’ (Figure 15).
Figure 15: ‘X ’ gesture (1.43)
The meaning of this X gesture is commonly understood, in American and European 
contexts, as ‘fuck’ or ‘fuck o ff. This gesture is performed with intense strength and 
speed so that his right arm ‘penetrates’ the upper camera frame, encouraging a 
reading of sexual penetration. Moreover, as Patricia Hill Collins noticed that the 
theme of the ‘materialistic, sexualized black woman has become the icon within hip- 
hop culture’ (2004, p. 126), the use of the genre has already presupposed (hyper) 
sexual politics which are particularly ‘Americanised’. Performed by a Chinese 
American star rapping African American sexual slang, Vanness’s performance in Hip 
Hop Tonight seems to follow Taiwanese cultural assumptions of ‘genuine’ hip hop, 
and thus continues to highlight the ‘Americanised’ and eroticised presentation of 
‘sexiness’ as a form of spectacle.
To conclude, through music video. Coco corporeally translates the racialised, 
nationalised and gendered signs between sound and image to construct a spectacular 
dancing body of ‘sexiness’. It appropriates different cultural discourses, reconfigures 
the politics of the signs, and at the same time paradoxically constructs its authenticity 
through use of a confident, ‘American’, style. It triggers intense discussion, and 
generates amazement from the audiences, who in turn participate in the construction 
of the spectacle, reflecting an interactive form as Best and Kellner (1999) have 
proposed. In this process. Coco’s dancing body becomes truly and naturally 
spectacular, contributing to a construction of authenticity and thus creating a notable 
corporeal style within the genre of Mandarin pop.
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4.3 Localising the spectacular dancing body of ‘American-ness’ in Taiwan
Despite Coco’s successful articulation of a version of ‘sexiness’ -  an ‘Americanised’ 
eroticism with an embedded sense of progressive-ness -  in the Asian context, 
especially outside the mediascape of music video, this corporeal configuration of 
‘sexiness’ seems to be constantly in negotiation. The arbitration is the result of an 
apparent clash of cultural assumptions within sites of reception; while ‘American- 
ness’ highlights the logic of spectacle in Mandarin pop, the idea of eroticism collides 
with post-war cultural logic of the ‘Chinese tradition’ in that overtly sexualised 
representations in public are closely related to the idea of immorality and have a 
potential to trigger a counter discourse to spectacular. Against this context, there is a 
notable attempt of localisation in Coco’s case, translating cultural and corporeal 
assumptions constructed through her dancing body into various ‘Chinese’ contexts. 
Deploying the diagram of translation, this attempt of localisation can be signified 
through the direction of the arrow (Diagram 2).
Diagram 2: The diagram of translation: Coco’s ‘movement’
Geographical imaginations (y-axis) Intermediality (z-axis)
International ism
Localism
\Star image
Moveipent’
/
/
/y
Gendered representations (x-axis)
‘Cuteness ’ ‘Sexiness ’
In the following section (4.3), I set out to demonstrate that, in the process of 
manoeuvring. Coco’s ‘Chinese-ness’ is constructed to balance her ‘American-ness’ 
with the idea of ‘sex’ downplayed and the notion of ‘tradition’ being emphasised to
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offset her advanced temporality. Moreover, there is a difference in function between 
music video and other forms of media. Coco’s presentation of ‘sexiness’, therefore, 
resembles the structure of a pun (see Table 4). While the first definition, 
‘Americanised’ eroticism, is circulated across national borders through music video, 
the second definition, negotiated in other forms of media, tacitly disguises the 
meaning of sex, and at the same time constructs a sense of ‘Chinese-ness’, which also 
carries different meanings in different locales. In this process, I will focus on how 
‘sexiness’ is in disguise through an investigation starting from music video and 
moving to other media and the meaning of ‘Chinese-ness’ in different locales will 
continue to be investigated in the next section (4.4).
Table 4: The transnational imagination of Coco’s ‘sexiness’
Coco’s ‘Sexiness’
Media Mainly through music 
video
Chiefly through other 
media apart from music 
video
Cultural imagination ‘American-ness’ ‘Chinese-ness’ (see Table 
4.2)
Modes o f ‘sexiness’ ‘Sexiness’ as eroticism ‘Sexiness’ as sex-less 
(e.g. conservative attitude 
towards sex)
Temporality Advanced (e.g. ‘natural 
star’)
‘Tradition’ (e.g. 
mummy’s little girl)
The dichotomy between the function of the media is not clear-cut, and the disguised 
‘sexiness’ can be traced in music video in that eroticism is carefully encoded by 
American culture. In the lyrics, references to sex are narrated at high speed in 
African American English and are therefore difficult to understand by non-English- 
native speakers, while Chinese parts merely suggest a party scene. The sexual 
subtext in Vanness’s ‘X gesture’ is also mostly pronounced in American and 
European contexts, and could easily be understood as a mere punch in East Asia. 
These attempts to ‘hide’ sexual connotations go beyond coincidence, but reflect a 
general tendency in the mediascape. References to sex relating to Coco have been 
carefully avoided in the media outside music video. For example, the introductory 
advertising for Just Want You (2006) officially introduces Hip Hop Tonight as.
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The first single [and] the newest work, which fuses hip hop and funky 
style, [to express] party ambience. Music is for happiness and dance is 
for enjoyment. The new style of Coco’s song will lead dance culture into 
anew  era/^
(Sony BMG, 2006b, my emphasis)
In this review, the connotations of sex in the music video have been erased, to be 
replaced by ideas such as happiness, enjoyment and partying. The review disguises 
references to sex as being a joyful party event to conceal eroticism.
From a wider scope in the construction process of the star image, ‘Chinese-ness’, 
‘tradition’ and a notion of sexless ‘sexiness’ are further aificulated as a means to 
balance presentations of eroticised ‘American-ness’. This phenomenon is 
demonstrated in the construction of ‘mummy’s little girl’, an important and prolonged 
theme in the development of Coco’s star image. The news interview, for example, 
introduced Coco as the one ‘who only wants to be mummy’s good daughter’ (K. Hsu, 
2006, n.p.), while other media described her as the one who supports the view of 
‘long live the mum’^  ^ and is therefore willing to end any romantic relationship should 
her mother disapprove (C. Chiang, 2010). Coco’s mother is depicted as a hard task 
master, devising draconian diets in preparation for Coco’s performances (H. Shih, 
2001) and, in the following interview, controlling her possible sexual encounters.
Question: Is it correct to say that you are a traditionalist despite the modem 
outlook?
Coco: Yes. My mother is a very traditional Chinese, who gives us freedom 
outside but is very strict at home. [I] would be punished if I did not achieve 
a full mark in school; I was also banned from having boyfriend. I was
eighteen the first time when I speak to any boy on phone.
(Yang, 2002, n.p.)
'Wuthor’s translation: "^ Hip Hop Tonight j  Hip Hop #  Funky
Am ' Party coco am »
Author’s translation: ! ’
Author’s translation: ‘M M M -t. ° ’
""Author’s translation: ? j  ^
" J  ’
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From the acceptance of phone censorship to the willingness to end relationships, 
Coco’s filial obedience is demonstrated and the notion of a ‘traditional’ ‘Chinese’ 
family-bond is emphasised. By highlighting her mother. Coco constructs a sense of 
‘Chinese-ness’ to divert ‘American-ness’ and to ‘sanitise’ possible connections to 
eroticism.
However, there is a significant mutation of Coco’s star image after 2000, the time 
when she attempted to cross over to the ‘international’ stage, i.e. the market of the 
United States. This resulted in the release of two albums: Just Want You (2000) and 
Exposed (2005). In Exposed (2005), for instance, the meaning of eroticism in Coco’s 
presentation of ‘sexiness’ is fuither heightened, resulting in three hyper-sexualised 
music videos -  No Doubt, So Good and Touch -  being banned in China; So Good was 
also prohibited from broadcasting in Taiwan (Now News, 2005). After this album, 
the idea of sex was approached differently. On the official introductory advertising, 
she expressed her viewpoint on the subject.
So Good: This is the phrase I always use. [...] I created the lyric with two 
of my producers, Damon (Sharpe) and Greg (Lawson) [...]. They both said 
they could not believe a cute girl like Coco could be so open in the attitude 
towards sex. Well, I think I have the right to be sexy since I’m already 29. 
I believe this song is going to surprise lots of people.^^
(Now News, 2005, n.p., my emphasis)
In this comment. Coco tacitly acknowledges the potentially significant, and possibly 
negative, impact of the idea of sex in a ‘Chinese’ context. To avoid counter-discourse 
of spectacle, the idea of individualism is used to ‘justify’ her eroticised presentation. 
The embedded assumption is that the display of ‘sexiness’, if not in disguise, needs to 
be explained and qualified. This justification may come from age, marital status or 
nationality. In Coco’s case, her age is clearly stated as a means to construct this 
licence and the idea of nationality seems to be tacitly deployed since the notion of 
‘right’ is one of the key foundations for Western philosophy and political
Author’s translation: 'So Good ' [ - ]
’ Damon (Sharpe) and Greg (Lawson) — Coco
- #  - m s #  29 ' #
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discourses?"^ Moreover, apart from this comment, Coco seldom talks about sex in 
front of the media unless questioned. Coco’s ‘sexiness’ is, therefore, constructed 
through her dancing body in the music video to convey a meaning of a spectacular 
eroticism through interplay between nationalistic and temporal assumptions. 
However, outside the realm of music video, this construction is paradoxically denied: 
while Coco’s ‘American-ness’ is sinocised, ‘sexiness’ is desexualised, and the 
embedded temporality of progressiveness is downplayed. From the music video to 
other media. Coco demonstrates a localising process of the dancing body. In this 
process, a second meaning, which contradicts the previous definition, is created. 
‘Sexiness’, in this vein, has embedded tension in a Taiwanese context and has to be 
continuously translated in order to balance different cultural assumptions.
Proving to be a successful commercial strategy in Taiwan (and China as well), the 
presentation of a desexualised ‘sexiness’ is arguably a direct result of Coco’s hybrid 
identity as Chinese-American in that her contradictory interpretations of ‘sexiness’ 
can be authenticated. In this process, she becomes more ‘Chinese’ than ‘Chinese’, 
more ‘American’ than ‘American’ and, at the same time, neither fully ‘Chinese’ nor 
entirely ‘American’. For example, in 2007, Coco was chosen to sing the English 
version of Forever Friends, one of the candidates for the Olympics theme song with 
its music video taking the Great Wall as the background (Yahoo Press Office, 2007). 
Performing on the top of the Great Wall, one of the key symbols of China, Coco 
embodies ‘Chinese-ness’. However, with her English language ability being 
painstakingly stressed at the press conference,^^ it can also be argued that it is because 
of her ‘American-ness’ that she was chosen. Moreover, she continuously emphasised 
that ‘the 2008 Beijing Olympics is the pride for hua-ren^^ all over the world'^^ in that 
she became a representative of overseas Chinese (Yahoo Press Office, 2007). Coco, 
therefore is, at the same time, both a foreigner (lack of ‘Chinese-ness’) and the 
symbol of the Chinese.
According to Henry Rosemont Jr., ‘In modem Western philosophy the concept o f  rights has 
dominated moral and political discourse for over two hundred years’ (1997, p. 68).
Forever Friends is a duet performed by Coco and a China-based male singer. Nun Sun (^ % ). In 
the press conference, Coco’s English ability was being compared with Sun; and the interviewer further 
stated that Coco’s English ‘is, much much much better than Sun’. Author’s translation:
MÜ? ' ! ’ (Beijing Olympics Cultural Activities Department 2007).
Hua-ren denotes Chinese as a cultural category. This issue will be re-addressed in Section 4.4.
Author’s translation: ‘08 “ ’
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Similar situations also appear in Coco’s negotiation of her ‘American-ness’. In an 
interview on sina.com (which I will further investigate in the next section), she states,
for hua-ren, the difficulty to enter the American market is higher than any 
other place in the world. American people are, in fact, highly protected. 
For example, the most famous rap singer is a white person -  the award- 
winning Eminem -  despite the fact that rap comes from black culture. No 
matter how it ends the awards will always belong to Americans. If you 
want to enter the American market, you have to have the same skin colour 
as them.
(K. Hsu, 2006, n.p.)
Counter to the star image, where ‘American-ness’ has been meticulously stressed, in 
this interview, she regards hua-ren as the outsiders in the United States. The sense of 
exclusion has been noticed by contemporary cultural theorists. Trinh Minh-ha, for 
example, stated that ‘to seek [identity] is to lose, for seeking presupposes a separation 
between the seeker and the sought, the continuing me and the changes it undergoes’ 
(1989, p. 95). In Coco’s case, the more she tries to emphasises her ‘Chinese-ness’ 
and her ‘American-ness’, the more she exposes her sense of exclusion: she is neither 
fully Chinese nor entirely American, yet, by possessing a part of both qualities, has 
the potential to be more genuine than any of them.
What Coco has convincingly performed is, therefore, the ambiguity between different 
identities and their attached gender representations. Centring on the unstable and 
ambivalent sign, ‘sexiness’, Coco’s in-between-ness constitutes a structure which 
resembles a Mobius strip, which allows the subject to be inside, and at the same time 
outside, the identity categories, propelling a punned reading of ‘sexiness’ as a sex- 
centred representation while also appearing to be sex-less. This in between space 
reflects Redfem’s notion (1984) of ‘room’ in pun through which the dancing body 
manoeuvres to create localised, sometimes contradictory, meanings. From the visual 
presentation in Hip Hop Tonight to oral interviews and textual promotions within 
different Chinese contexts, the intermedial space creates a de-sexualised ‘sexiness’
Author’s translation:
° m# Rap ( # 3 # )  ’
Eminem) ’ Rap Ü g H A A f b  ’ ’ # # # W A  ’ # T A # ^ f h #  ’ W #
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and a sinocised ‘American-ness’, demonstrating the process through which a 
constructed internationalism assumes a localised outlook. This process of localisation 
is a constant and persistent negotiation which continues to arbitrate local meanings in 
different contexts. In the next section, I will focus on ‘Chinese-ness’ to argue that the 
term itself is vacillatingly constructed and context-specifically deployed.
4.4 Negotiating ‘Chinese-ness’
The localisation process of different identity categories is also an uneven procedure 
and involves asymmetric power relationship in different contexts. While Coco’s 
presentation of ‘American-ness’ is widely and uniformly accepted as ‘authentic’, her 
translation of ‘Chinese’ is often confronted by different, and often politicised, usages. 
That is to say, ‘Chinese’ can be translated in multiple ways -  a pun itself -  carrying 
conflicting and politicised meanings and can be tacitly switched according to 
different contexts. The various ways of translating ‘Chinese’, as an identity and as a 
language, will be first introduced as a stepping stone to analyse how the term is 
strategically deployed in the construction of Coco’s star image (see Table 5).
Table 5: the regional imagination of Coco’s ‘Chinese-ness’
China Taiwan
Identity Zhong-guo-ren (4^SfA) Zhong-guo-ren (4^ H A ) and 
tai-wan-ren (Taiwanese; #
# A ) ? '
Diasporic identity Hua-ren ( # A )
Language Pu-tong-hua ( # # # $ ) Kuo-yu (H#o)
I  Diasporic language Zhong-wen hua-yu (##§), zhong-guo-hua ( f
25The change o f  preference in these two terms reflects the alteration o f political milieux in the post­
war era: the use o f tai-wan-ren as a identity category is intricately linked with the rise o f nativist 
nationalism in the 1990s (see Section 3.1).
Although the term is especially connected with China in a political sense, it may be used in different 
locations to suggest a China-centred political inclination. The trinity o f zhong-guo-hua, zhong-guo and 
^hong~guo-ren is always implied when the term zhong-guo-ren is used.
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From the perspective of identity, the term ‘Chinese’ is most commonly translated in 
two different ways. First, zhong-guo-ren a politicised term closely linked
with China as a nation-state; second, hua-ren ( # A ) ,  similar to hua-qiao ( # @ ;  
Chinese sojourner), which denotes ‘Chinese-ness’ as a cultural category. 'H ua\ 
defined by Ang, is a term carrying ‘strong political and emotive connotations, 
implying the unity of overseas Chinese communities as one people and their 
unbroken ties with the Chinese homeland’ (2001, p. 81). Yet there are nuances 
between these two terms: while hua-qiao mainly applies only to overseas Chinese 
communities, hua-ren regards Chinese communities, regardless of geographical 
location, as a cultural category.
From the viewpoint of language, there are four major ways of translation. First, 
zhong-wen ( 4 ’4C): a neutral term for Chinese as a language, denoting the language 
and its dialects as a general category. Second, the term carries meanings relating to 
‘official speech’, ranging from kuan-hua (# # ^ ; now obsolete) to kuo-yu (H Id ) and 
pu-tong-hua (#@ #@ . While kuan-hua carried the meaning of the court language 
during the Imperial period, it assumed a new name as kuo-yu (national speech) after 
the 1911 Revolution and was further re-named pu-tong-hua (generally understood 
speech) by the PRC government after the 1940s. The distinctions between the 
naming of the language, at the present time, are still largely consistent with national 
boundaries, albeit they all refer to Mandarin. Third, zhong-guo-hua (4^ H I© , this 
term is less-used, yet contains a strong sense of China as a nation state. Fourthly, 
hua-yu ( g ^ ) .  Similar to hua-ren, the term often implies a global context and thus 
linguistically carries a broader meaning than zhong-wen. For example, Cantonese, as 
a regional dialect, is generally regarded more as hua-yu than zhong-wen but not kuo- 
yu or pu-tong-hua.
Across the above national boundaries and linguistic differentiations, there is a 
significant similarity in the media representations of Coco in China and Taiwan in 
that she is regarded as their own star. She is ‘Maiiah Carey o f Taiwan" and at the 
same time ‘the queen of voluptuous bottom o f China" (Chang X., 2009). She is 
categorised under ‘female star of Taiwan’ in the prominent Taiwanese website UDN,
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while one of Coco’s interviews on the famous China-based news website Sina was 
entitled ‘Coco Lee: I am proud of being zhong-guo-ren" (K. Hsu, 2006).
The keen interest in Coco displayed in both China and Taiwan is extraordinary 
against the conflicting political sentiments prevailing in East Asia. In the field of 
popular culture, Taiwanese performers who pursue a career in China are often 
enmeshed in identity interrogations, with the potential consequence of boycott. 
These negative backlashes are often justified in China by an argument that the 
Taiwanese performers ‘refused to be zh o n g -g u o -re n " In this media comment, the 
trinity of zhong-guo-hua, zhong-guo and zhong-guo-ren is emphasised, which not 
only shows how zhong-guo, as a hegemonic term, is built into the terminology of 
popular cultural discourses, but also demonstrates the ideological struggles between 
China and Taiwan, This context signifies that the consistent acceptance of Coco in 
both China and Taiwan is an extraordinary phenomenon.
I suggest that this acceptance is a result of her careful deployment of identity 
categories in different contexts, translating ‘Chinese’ to comply with local political 
sentiments. To demonstrate this process, I will selectively analyse two examples. 
The first example comes from the introductory advertising on Coco’s official website 
in Taiwan. Her album. Just Want You (2006) is introduced as follows.
Away from the hua-yu music field for four years, the new hua-yu album of 
the international queen. Coco’s Just Want You, has finally been released 
after repeated calls! [...] She has been busy in the international music field  
and, with her growing international fame, becomes stricter towards herself 
[in the pursuit of quality for her musical products]. This kuo-yu album is
Udn.com is a prominent Taiwanese website operating under the Taiwanese media giant United Daily 
News Group (UDN Press Office, 2000).
In 2003, for example, Rainie Young ( # & # ) ,  a Taiwanese female singer widely known for her 
fondness for Japan, mistook the eight-year Sino-Japanese War (1937-1945) as eleven years in 2003 
and replied ‘Oh! It is only eight years!’ when she was corrected (W. Yu, 2007, n.p., my emphasis). 
This faux pas was considered as a serious offence: she was elected as the most-hated singer in China; 
boycotted for the next four years; and was only re-accepted in 2007 after various public apologies (W. 
Yu, 2007). In 2004, Hui-Mei Chang ( ^ # # )  was boycotted in China for singing for the President’s 
inaugural ceremony in Taiwan (Ho, 2003; E. Tsai, 2007; W. Yu, 2007).
In the case o f F4, a pop group o f four boys, media in China criticised the group for regarding Taiwan 
as a country because, in this sense, F4 refused to be zhong-guo-ren, and, ‘why do you speak zhong- 
guo-hua [...] if  you disdain to be zhong-guo-ren^’ Author’s translation: S  4 W A  ’
? ’ (W. Yu, 2007).
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especially dedicated to her hua-ren fans, who have been with her all the 
time during her growth?"^
(Sony BMG, 2006a, n.p., my emphasis)
In this example, the term 'kuo-yu album’ has only appeared once, while the text is full 
of terms connected with 'hua" -  hua-yu music field, hua-yu album and hua-ren -  
linking to the idea of internationalism. Moreover, reverting to the logic of spectacle 
in Mandarin pop where foreignness occupies a defining place, the internationalism 
highlighted in this introduction actively constructs the idea of spectacle. The 
emphasis of the embedded international assumptions in the use of hua dissolves the 
regional struggle at the level of the nation-state, stressing Coco’s ‘American-ness’ as 
a spectacle.
The second example comes from an interview with Coco published on the China- 
based news website sina.com. Titled ‘Coco Lee: I am proud of being zhong-guo-ren", 
the interview is characterised by its repetitive use of politicised terms of identity, 
zhong-guo-ren. This interview is intriguingly non-existent in any news website in 
Taiwan apart from a small reference to the Oscar night: and is often subject to 
revision in the transmission process.
Kelly Hsu: You must be the first hua-ren to sing at the Oscars!
Coco: Yes, [...] this is certainly an important breakthrough in my career. 
Up to now, there is no hua-ren singer who can stand in front of the 
international stage. I am zhong-guo-ren and I step onto the Oscar 
stage with my identity as zhong-guo-ren. [...] My hair is black and my 
skin is yellow. [...] I am proud to be zhong-guo-ren. [...]
Kelly Hsu: Why do you want to be an 'international singer"!
Coco: [...] The reason why I make this decision is to win some credit.
Kelly Hsu: What credit?
Coco: All my life up to now, famous songs have always been sung by 
foreign singers such as Whitney Houston or Mariah Carey. I wonder 
why there isn’t [an Asian] share for zhong-guo-ren!
Author’s translation; Coco A #
« — / .  T ’ ^ # # # 0
Original in Chinese:  ^ I j :
' [...] - j ? j
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(K. Hsu, 2006, n.p., my emphasis)
Similar to the first case, ideas of ^hua-reri’ and internationalism are constantly 
highlighted. Among these claims. Coco politically emphasises herself as zhong-guo- 
ren with ‘Chinese features’, including black hair and yellow skin, despite, ironically, 
these features being the least noticeable parts of her star image in Asian contexts^^ 
and is not until the Oscar night that her hair appeared to be black, as described by the 
news media, to reassure her ‘Chinese-ness’ (K. Hsu, 2006). The trinity of ‘race’, 
culture and skin colour (hair colour in this case) is therefore revealed as a myth: ‘my 
hair is black’, as a statement, can only be achieved through hair dying. Moreover, the 
China-centred identity category, zhong-guo-ren, is repeatedly emphasised to construct 
a sense of national pride. Therefore, Coco’s ‘self-defined’ zhong-guo-ren in this 
interview demonstrates a performative construction with recognition of nationalism in 
China. Compared with her media representations in Taiwan where hua-ren, rather 
than zhong-guo-ren, is most commonly used, it can be argued that Coco’s use of 
Chinese-ness is vacillatingly articulated in different contexts. It is in a constant 
process of localisation where different terms are strategically and site-specifically 
deployed.
Although Coco’s nationalistic claim to be zhong-guo-ren facilitates her popularity in 
China, the term is questioned and is given a nonchalant response by her Taiwanese 
audiences. However, Coco seems to obtain an exemption through her ‘ American- 
ness’. For example, an audience member in Taiwan stated her opinion in a personal 
blog on Coco’s claim of being a zhong-guo-ren^^
: 1 ...] - j ? j
' Whitney Houston
M )  ' Mariah Carey ( # # 3 # ! % )  ' j  ’
Her skin colours seems to vary through the use o f  the lighting and make-up ranging from ‘white’, 
‘brown’ to ‘black’ to emphasise her ‘American-ness’, as demonstrated in Hip Hop Tonight. Coco’s 
hair colour also has a tendency to take on dramatic colours, ranging from brunette, blond to red and 
purple. For example, in C oco’s  Party in 1996, she had purple hair with a red hat; and in DiDaDi in 
1998, she had flamboyant red hair which resembled a fire hydrant. Apart from these two examples, 
she generally kept her hair brownish but in different shades, and sometimes it was closer to blond than 
brunette (Cocofans, 2006).
Coco stated in the interview, ‘my hair is black; my skin is yellow; and I am a Chinese’ Author’s 
translation of: ’ # # # — # A  ° ’
Coco, in a TV interview in China, stated that ‘I think the Olympics is the pride o f  us Chinese’. 
Author’s translation: ( # # )  1 A ^ 4^M A % # #  “ ’ (Beijing Olympics Cultural
Activities Department, 2007).
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There are two piece of news recently: Jay Chow^^ refers to China as “our 
own country” [...], while Coco Lee says “Beijing Olympic is the pride of 
hua-ren in the world” [...]. They can speak differently because one is 
Taiwanese while the other is American/^
(annapsyche [ID], 2007, n.p.)
Coco’s use of a politically China-centred identity category is, in this opinion, justified 
and accepted, demonstrating the power of hybridity in that it possesses what Bhabha 
(1994) termed the ‘third space of enunciation’. In this in between space, even the 
same signs ‘can be appropriated, translated, rehistoricized and read anew’ (1994, p. 
55); Coco is able to transcend internal power struggle between two antagonistic 
powers by interpreting ‘Chinese’ differently from a diasporic viewpoint: the conflict 
between zhong-guo-ren and tai-wan-ren is dissolved into the new term hua-ren, while 
pu-tong-hua, kuo-yu and zhong-guo-hua become zhong-wen, or more commonly, 
hua-yu. Coco’s use of ‘Chinese-ness’ is, therefore, similai* to a structure of pun that it 
takes ‘local variants, habitations and names’ (Redfem, 1984, p. 155) in different 
Asian contexts. The constant re-interpretation of hua demonstrates that meanings and 
symbols of culture have ‘no primordial unity or fixity’ (Bhabha, 1994, p. 55), 
impelling a new space in between antagonistic powers.
Conclusion
Located in the genre of Mandarin pop where the logic of spectacle is constructed 
through the idea of foreignness, this chapter argues that Coco’s identity as a Chinese- 
American authenticates her presentation o f  Americanised’ eroticism in the music 
video with an embedded temporality of progressiveness. With Taiwan’s prevailing 
post-colonial mentality arising from the post-war context. Coco’s presentation of 
‘sexiness’ is understood by her audience as truly and naturally spectacular. Her 
dancing body, in this sense, is the physical space where the myth of perfect 
translation emerges. The ‘Americanised’ eroticism, delivered through the dancing
Jay Chow is one o f the A-list Taiwanese pop stars who have obtained pan-Asian fame. 
Author’s translation:
m ? ) ’
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body in the music video, assumes a pronounced meaning -  the first definition -  of 
Coco’s ‘sexiness’.
However, with this historical context, public displays of eroticism are considered as 
low class and can trigger possible counter discourses to the logic of spectacle. Coco’s 
‘sexy’ dancing body, therefore, is constantly in negotiation in a localised context 
outside the medium of music video, propelling a continuous procedure of corporeal 
translation. In this process, Coco’s ‘American-ness’ is sinocised and eroticism is 
desexualised, resulting in a context-specific meaning, the second definition, to her 
presentation of ‘sexiness’ where ‘sexiness’ is in disguise. In addition. Coco’s use of 
‘Chinese-ness’, as the counterbalance to her ‘American-ness’ in the localising process, 
is also localised, shuttling between China-centred usages, Taiwan-focused parlances 
and culturally-Chinese phrase -  "hua" -  which transcend different political categories. 
Therefore, Coco’s ‘sexy’ dancing body is in a continuous localising process: it is 
constructed to be an ‘Americanised ’‘sexy’ dancing body with a meaning of eroticism 
in Hip Hop Tonight, while at the same time having a sinocised and desexualised 
connotation outside the context of music video and the meaning of ‘Chinese-ness’ 
continues to shift in different locales.
Deploying the diagram of translation, the mode of localisation is signified as a 
continuous punning process through which new meanings materialise through 
contestation in intermedial and trans-local contexts. Meanings are therefore in 
expansion, to be added to the dancing body as possible ways of interpretation, 
forming the second meaning, the third meaning, and so on. ‘Sexiness’, in this sense, 
is punned through Coco’s dancing body; her dancing body is, in turn, a corporeal pun. 
Performatively and vacillatingly constructed, the dancing body is the intersection of 
various contradictory meanings, which are negotiated at the moment of performance 
against different social, cultural and political contexts.
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A made-in-Taiwan ‘cuteness’
Re-routing Japanese-ness in the construction of a ‘cute’ star
Introduction
Cyndi’s dancing body, as demonstrated in the Blackie Show, is mostly associated with 
the Japanese-influenced idea of ‘cuteness’. Compared with Coco, this ‘cute’ 
corporeality is understood as, using Laban’s term, less direct in space, lighter in 
weight and more sustained in time. In this chapter, I set out to delineate, context- 
speciflcally, the construction of a ‘cute’ dancing body in Taiwan. Taking 
intermediality into account, I argue that the dancing body continues to be in a process 
of translation, which results in a punned corporeality and, in Cyndi’s case, involves 
modes of localisation and re-routing.
This chapter is divided into three sections. In the first section (5.1), I contextualise 
Cyndi into ‘the trend of cuteness’ in the genre of Mandarin pop and establish a 
working definition of Japanese ‘cuteness’, kawaii. In the second section (5.2), 
through a video analysis of Love You (2004), I set out to suggest that the dancing 
body in the music video carries one of the key definitions of Cyndi’s ‘cuteness’ which 
overlaps with the idea of kawaii, reflecting the logic of spectacle in Mandarin pop.
However, encountering the same historical context which Coco faced, where public 
presentation of sex is considered as a counter to the logic of spectacle, I continue to 
examine, in the third section (5.3), the process of localisation through which Cyndi 
translates her corporeality into a Taiwanese context, outside the media of music video, 
into a desexualised representation. Deploying the diagram of translation, the 
conceptual ‘movement’ in the development of Cyndi’s image will be illustrated as a 
means to elucidate the punning process of her corporeality. Moreover, against the 
Taiwanese context where Japanophiles are condemned by official discourses, together
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with the rise of a nationalistic sensibility in the early 1990s, the Japanese subtext 
embedded in Cyndi’s ‘cuteness’ is carefully downplayed, impelling a context-specific 
meaning -  the second definition -  to her presentation of ‘cuteness’ as ‘Made in 
Taiwan’. Several examples will be analysed and a concise conclusion will follow.
5.1 Spectacular ‘cuteness’: Cyndi, the Japanophiles, and the idea of ‘cuteness’ '
‘Cuteness’, according to Japanese media scholar Inuhiko Yomota (2007), is now one 
of the dominant cultural phenomena in the contemporary world. Despite mostly 
being associated with Japan, its scope goes beyond national boundaries, impelling a 
new form of global industry which travels alongside the ruptured financescape. In 
East and Southeast Asia, Japanese transnational cultural power is particularly intense 
(Iwabuchi, 2002). In Taiwan, this influence created a ‘Japanised cultural 
consumption space’ and produced a new trend of youth subculture, the Japanophiles 
(M. Lee, 2004) as well as importing Japanised gendered stereotypes (Ling, 2005). 
‘Cuteness’, it can be argued, is one of the key aesthetics, characterising the cultural 
landscape in contemporary Taiwan.
In the field of Mandarin pop, the idea has produced a loosely defined subgenre, ‘the 
trend of cuteness’, which overlaps with Ling’s categorisation of ‘cute schoolgirl’ with 
a corresponding age between 13 and 18 years old (2005, p. 474, also see Section 3.5). 
This trend applies to a category of pop stars -  mostly female -  as a marketable mode 
of production in the early stages of their careers. As one of the news articles put it.
What do Vivian Hsu, Rainie Young, Cyndi Wang, Yoyo Kwok, Jing Wong, 
Show Lo and, further back in a few years, Yuki Hsu have in common? 
Cuteness. But with the problem of aging, how long can the mode of 
cuteness continue? According to a senior promoter in the record business, 
‘the maximum length is five years’.^
(Yuan, 2010, n.p.)
 ^ In this chapter, I locate gendered-informed ideas, such as ‘cuteness’ and sexiness , in quotation 
marks in support o f my assumption that the embedded connotations are context-specifically 
constructed.
 ^Author’s translation; ' #1^0% ' M tÊ iÈ  ’
% ###$ ’ ? W ë ° a # #
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This comment reflects Yomota’s view that ‘cuteness’ is a contemporary cultural 
industry and at the same time demonstrates the embedded age limitation, suggesting 
‘growing up’ as a danger. Therefore, the media representation of age growth needs to 
be ‘frozen’  ^ and, subsequently, transformed into other modes. The assumption of 
youth testifies to the construction of the cultural landscape of ‘cuteness’. ‘Younger’ 
stars constantly replace the ‘older’ generation: names listed in the above news article 
point to several key alterations since the 1990s.
However, despite these stai*s being categorised under ‘cuteness’, the idea is 
performatively constructed, reflecting Charles Hamm’s insight on the meaning of 
genre as being deteimined ‘by the audience’s perception of its style and meaning, 
defined most importantly at the moment of performance’ (cited in Frith, 1998, p. 94). 
In this sense, the way ‘cuteness’ is performed can shape the meaning of the term and 
thus influence the formation of the genre. Before introducing Cyndi, I would like to 
take a detour to discuss the star image of Vivian Hsu (Vivian hereafter), who is one of 
the most senior ‘cute’ stai's and whose performances influenced the formation of the 
trend and therefore paved the way for the emergence of Cyndi.
Beginning her career in 1996 with the publication of a photo album geared towards 
the pornographic market entitled ‘Venus’, Vivian created a social sensation because, 
according to Josephine Ho, it was ‘the first time a teenage girl was featured in a photo 
album geared specifically toward the adult market yet displayed and sold in regular 
bookstores’ (2003, p. 326). According to its producer, the choice of Vivian lies in the 
fact that she represented ‘a perfect mixture of teenage innocence and subtle but 
sophisticated sexual desire’ (2003, p. 326). Against the post-war cultural context 
where the linkage between schoolgirl and sexuality was considered as scandalous and 
punishable, Vivian demonstrated that ‘innocence need not be divorced from 
sexuality’, creating a new mode of media representation of teenage girls’ sexuality in 
Taiwan (2003, p. 326). Starting from an adult album, Vivian’s success resulted in a 
decade-long career going beyond Mandarin pop: she no longer posed semi-nude, and
 ^Author’s selective translation from: $$ A  A  j ’
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the scope of her career included transnational movie projects and fame in the 
Japanese mediascape. ‘The trend of cuteness’, through Vivian, was pivoted on a 
presentational theme between innocence and sexuality, and was intricately linked to a 
Japanese subtext.
Vivian’s star image gradually changed over the years'* and, during this period, new 
female stars continued to emerge.^ Yuki Hsu achieved stardom at the end of the 
1990s and, towards the middle of the 2000s, Cyndi emerged. Nicknamed by the 
media as ‘the leader of sweetness’, she was often compared in the media with two 
other stars, Rainie Young and Angela Chang, in a rhetorical ‘competition’ for the pop 
diva of ‘cuteness’ in Taiwan (C. M. Chao, 2006b).
Cyndi’s career began in 2003 with the release of her first solo album. Begin. The 
sales record was retrospectively described as mediocre (I. Lai, 2005) and the mode of 
production was considered as being similar to John at the early stage, prompting a 
copy-cat media nickname, ‘the new young boy killer’ (Guang Ming Daily, 2007).  ^
These phenomena suggested Cyndi’s potential stardom, although it had yet to develop 
(I. Lai, 2005). In an online poll, Cyndi was voted as ‘the most wanted star as a 
friend’; this idea was subsequently utilised in the production of her next album. Love 
You (2004) (I. Lai, 2005). This strategy resulted in a huge commercial success and 
the album became an award-winning chart-topper as well as the best-seller of the year 
(Avex Taiwan, 2009). The music video of its first single. Love You, featured Cyndi’s 
group dance, which was officially introduced as ‘sweet tap’, a popular choreography 
to be analysed in the following section (5.2). Released simultaneously in two 
versions -  a conventional one and a teaching version with Cyndi’s personal 
instruction -  Love You created a dance craze online and offline, which was 
subsequently described as follows.
After a longstanding presentation o f ‘cuteness’, Vivian gradually altered her image to that o f an 
elegant office lady (Ho, 2003, p. 326), testifying to the importance o f audiences’ perception o f age in 
the construction o f ‘cuteness’, as well as its limited life span as a marketable mode o f production.
 ^During the period o f the transformation o f established stars, new female stars emerged to challenge 
the previous performers with their own interpretations o f ‘cuteness’. In some periods, there were 
several stars vying for popularity, and their fame waxed and waned according to how (un)successful 
their star images o f ‘cuteness’ were performatively constructed.
 ^Author’s translation:
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The ‘sweet tap’ in Love You establishes a unique dance style for Cyndi, 
giving her an indicative status in Mandarin pop. It became one of the 
principal dance styles being taught, practiced, and imitated by various dance 
groups, studios, gyms and student groups ?
(Avex Taiwan, 2005b, n.p.)
The popularity of ‘sweet tap’ was demonstrated in the Blackie Show. Broadcast in 
2007, the fact that this three-year-old choreography of Love You (2004) was 
immediately recalled and performed testified to its iconic status.^ In other words. 
Love You is choreographed as a spectaele which conveys the basic socio-cultural 
values of ‘euteness’, reflecting Kellner’s definition (2003) of speetacle as involving 
‘those media and aitifaets that embody contemporary society’s basie values’ and 
serving to ‘enculturate individuals into its way of life’ (2003, p. 3). Reverting to 
Hamm’s insight on the importance of the performers that they can ‘ shape, reinforce or 
even change’ the formation of the genre (cited in Frith, 1998, p. 94), it can be argued 
that Cyndi’s interpretation of ‘cuteness’, popularly dominated the audiences’ 
comprehension of the meaning and shaped its eontemporary understanding. For this 
reason, I choose ‘sweet tap’ in Love You as a site of investigation.
In this chapter, I set out to examine the constitutive logic of Cyndi’s spectacular 
dancing body of ‘cuteness’. I argue that her dancing body on music video forms the 
most pronounced meaning -  the first definition -  of her star image, which closely 
resembles the Japanese idea of kawaii, facilitating the construction of spectacle in 
Mandarin pop. In order to compare kawaii and Cyndi’s ‘cuteness’, I will establish a 
working definition for kawaii as a stepping stone for the following video analysis 
(Section 5.2).
’ Author’s translation: ‘ j
° ’ This is part o f the introductory advertising o f Cyndi’s first compilation 
album, Shining (2005). Despite the promotional intention embedded in this description needs to be 
noticed, the trend created by ‘sweet tap’ is nevertheless an apt statement.
* Located in the genre o f Mandarin pop where competition is intense with pop stars releasing, in 
Cyndi’s case, up to three albums per year, choreography from a four-year-old music video being 
performed in a seemingly ‘natural’ manner demonstrates its prolonged popularity. The record o f  
Cyndi’s albums includes. Begin... (2003; T‘ studio album), Cyndi Loves You (2004; 2"** studio album). 
Honey (2005; 3'^  studio album). Shining 2005 (2005; T* compilation album), Cyndi with U  (2005; 4*
Studio Album), Magic Cyndi (2007; 5th Studio Album), Fly! Cyndi (2007; 6th Studio Album), Red  
Cyndi (2008; 2"^  Compilation Album), Beautiful Days (2009; 3"' Compilation Album), and H2H Cyndi 
Wang (2009; 7th Studio Album).
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Kawaii, according to Christine Yano, can be defined through a spectrum of 
interrelated dimensions: physical, relational, and sexual (2004, p. 57). However, 
scholarly definitions in the three categories appear to differ, and sometimes conflict, 
showing the ambiguous nature of the term itself. In the physical dimension, the key 
element of kawaii rests upon smallness and a baby-like image. From a viewpoint of 
appearance, Katherine Mezur points out that kawaii is ‘variously cute, pretty, cutesy, 
or sweef and is highly related to the colour pink (2003, p. 54). Both Yano and Mezur 
comprehend the icon of kawaii to be Hello Kitty, a mouthless small cat with a big 
head and a small body commonly presented in a pinkish colour. However, in Daniel 
Harris’s viewpoint, the aesthetics of ‘cuteness’ aie ‘closely linked to the grotesque, 
the malformed’ in order to stimulate a sense of pity from the owner and to fulfil 
‘human chauvinism’ (2000, pp. 3-12). Despite the fact that Harris does not 
specifically focus on a Japanese context, his definition provides an alternative 
perspective to understand the meaning of kawaii. Taking Hello Kitty as an example, 
it can be regarded as pretty and sweet as well as disproportionate and weird. These 
conflicting descriptions lead to Kanako Shiokawa’s point that kawaii is ‘strangely 
nondescript’ and personal taste is the determining factor (1999, p. 94).
This personal taste seems to be built upon relational and emotional foundations, 
which is its second dimension. Harris has already envisaged this perspective when he 
addressed the involvement of ‘human chauvinism’. In this sense, the feature of 
kawaii is ‘its complete lack of anything observably threatening’ (Shiokawa, 1999, p. 
94). The mode of this relationship is further expanded in Inukiho Yomota’s study 
(2007). Through an etymological approach, he points out the difference between 
kawaii and its English translation of ‘cuteness’. While kawaii originates from the 
meaning of shyness, embarrassment or blushing (:^V5 • ‘cute’ comes from
‘acute’ in Latin and means clever and astute (Yomota, 2007, p. 215). In this vein, it 
provides a clue to the fact that in Japan kawaii can be used as the antonym of ‘ugly’, 
‘disgusting’, as well as ‘beautiful’, because ‘beautiful’ is closely connected in Japan 
to the ideas of mature and clever. Yomota concludes that the image of a personified 
kawaii is not one who is mature and beautiful, but is feminine, childish and full of 
lapses: it is an image of ‘slow and simple-mindedness, yet pure and gentle’ (Yomota,
127
Chapter Five
2007, p. 61). Therefore, to be kawaii is to elicit a response of care-taking from 
beholders through the display of ‘embarrassing’ lapses.
There is also a sexual dimension in kawaii, despite the fact that this may not always 
be obvious. Yano points out that sexual practices may be embedded in a kawaii 
subculture such as rorikon (Lolita complex) fetishism, night clubs with hostesses 
wearing school girl uniforms and enjo ksai (teenage prostitution) (2004, pp. 57-9). At 
the core of the sexual dimension is the image of a young, or possibly prepubescent, 
girl, ^  generally depicted as a schoolgirl. The relationship between rorikon and 
uniformed schoolgirls is also obseiwed in Sharon Kinsella’s study (2005), who 
noticed the fact that The High School Girl Uniform Fieldbook is regarded as the 
classic text for the rorikon subculture. In Japan, the identity of schoolgirl becomes 
the intersecting point where the ideas of ‘cuteness’ and ‘sexiness’ intermingle. It is 
not ‘presexual or asexual, but always carries the potential for sexuality, even when 
not overtly sexualized’ (Yano, 2004, p. 60). Yano further argues that the image of a 
sexed schoolgirl is a product of Japanese society where ‘the line between innocence 
and sexuality, between childhood and adulthood is not so neatly drawn’ (2004, p. 60).
Therefore, kawaii is proved to be an indefinite term, and its meaning and use may 
differ in different situations and relationships. However, in order to trace its 
migration path from Japan to Taiwan and the possible mutations in this translation 
process, a temporary definition is needed. Hence, focusing on the core of these three 
dimensions, I define kawaii as physically small and disproportionate, relationally 
care-requiring and non-threatening, and having sexual potentiality. It is highly 
relevant to small animals, children, and schoolgirl identity.
In the following section (5.2), through a use of music video analysis (Section 1.1) and 
cyberethnography (Section 1.3), I examine the construction of ‘cuteness’ by referring 
to the above features through an interplay between camera, music, visual and 
corporeal codes. This analysis will be divided into Opening Scene, Introduction
 ^The idea o f  little girl I use here comes from a Japanese term, shoujo, which can be understood in 
different ways. While Christine Yano (2004, p. 60) applies this term to premarital females, Katherine 
Mezur (2003, p. 64) translates it as ‘little girl’. Jennifer Robinson uses it to depict ‘not-quite-female 
female’ and, in John Treat’s explanation, this term ‘cannot be translated into English and maintains its 
ambiguous gender status’ (both cited from Mezur 2003, p. 64).
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Scene, Narrative Scene and Dance Scenes I, II, III Despite Cyndi’s star image, 
gendered identity and corporeal style having been continuously constructed 
throughout the video, the above scenes, as I will demonstrate, form a foundation to 
examine the working definition of ‘cuteness’.
5.2 Dancing ‘cuteness’: an analysis of Love You (2004)
5.2.1 Opening Scene: constructing the physique of a petite schoolgirl 
spectacle
as a
Presented through a medium shot, Love You begins with Cyndi’s still portrait photo, 
which last for six seconds, characterising the Opening Scene (0.00-0.10). Dressed in 
student uniform with her body slightly tilted to one side and her fist held in front of 
her chest, the image gives an appearance of an identity card (Figure 16). With the 
commencement of the music, Cyndi’s hand gesture gradually develops into a fighting 
position in that she delivers a swift and sturdy punch towards the camera following a 
sudden jump (Figure 17). Musically, this punch coincides with the rap from the male 
performer: ‘yo, yo, yo, yo, Cyndi, w hat...’ The camera immediately cuts to the 
close-up of the male performer after the punch, who lip-synchronises the lyrics in the 
rap: ‘what’s wrong with me’ (Figure 18).
Figure 16: Cyndi’s profile picture 
(0.01-5)
Figure 17: Cyndi’s opening punch 
(0.09)
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Figure 18: The Rapper: a facial close-up
(0.09)
Figure 19: Cyndi’s facial close-up 
(1.30)
In this scene, Cyndi’s identity as a schoolgirl is established through the camera and 
mise-en-scène. The construction of Cyndi’s age, gender and identity are in line with 
the definition of kawaii and at the same time overlap Ling’s categorisation of ‘cute 
schoolgirl’ (2005, p. 474). The utilisation of the schoolgirl identity in Love You was 
officially acknowledged as the major element in the construction of spectacle.*^ The 
opening scene, functioning as a space where the schoolgirl identity is proclaimed, is 
therefore a place where the idea of spectacle is articulated.
Moreover, the opening scene constructs a love relationship through the 
interconnection between sound and image, as well as through the use of camera 
angles. From the perspective of the sound-image relationship, Cyndi’s punch is 
followed, through a cut, immediately by the male perfonner’s facial close-up, lip- 
synchronising the question -  ‘what’s wrong with me’ -  and, therefore, suggesting a 
possible tiff in a love relationship. The use of camera angles also constitutes an 
important part in this relationship. Cyndi’s face is presented through a medium shot 
in the still photo with a slightly high-angle camera viewpoint in that she subsequently 
needs to jump up to deliver her punch. This perspective is widely, and noticeably, 
used for Cyndi’s facial close-ups (Figure 19). This technique creates a distorted 
image with her figure appearing to be smaller and slightly out of proportion. The 
presentation of femininity is petite and slightly disproportionate, echoing the physical
According to the introductory advertising, ‘the campus-styled dance in Love You attracts an 
enormous amount o f  attention, going beyond age limitation and her dress style also indicated a vogue 
for wearing uniforms. For this she is established as a pop diva’ (Avex Taiwan, 2009, n.p.). Author’s 
translation: ’ 5 f > Î
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perspective of kawaii. This feminine configuration impels the idea of masculinity as 
big and mature, suggesting a care-requiring relationship. Furthermore, the love 
relationship between a mature man and a schoolgirl also implicitly signifies a 
Japanese rorikon subculture, adding a potential sexual layer to Cyndi’s ‘cuteness’.
Indeed, high-angle camera techniques in recent years have been commonly regarded 
as a way to aiticulate the idea of ‘cuteness’ and a neologism, big-head-dog-shot (;A1I 
has been created to describe this technique. Originating from a series of 
Japanese merchandise called The D og’s Collection (Eaglemoss International Ltd, 
n.d.), this technique combines a facial close-up with a wide angle lens, creating 
distorted images of dogs showing big heads and disproportionately small bodies 
(Figure 20). The D og’s Collection has become a commercial success, motivating a 
re-adaptation of this photographic method by young girls in Taiwan as a way to 
present ‘cuteness’ (Figure 21). The fact that this technique applies primarily to 
females suggests that it serves a function to construct femininity as the ‘other’, being 
small, disproportionate and in need of help. Therefore, from Cyndi’s high-angle 
facial close-ups*^ to the trendy big-head-dog-shots, the notion of ‘cuteness’ as a mode 
of femininity is presented as the opposite to masculinity through sets of dichotomies 
between big and small, between normal and disproportionate and between having pity 
on and being pitied, reflecting the physical and relational perspectives in the notion of 
kawaii. These gender assumptions can only be achieved through camera use, 
revealing its ability to convey, manifest and negotiate cultural and gendered codes.
Figure 20: The D og’s Collection 
(Eaglemoss International Ltd, n.d.)
Figure 21 : Blackie Girls in the big-head- 
dog-shot (IM Media. 2006)
From this perspective, the small high angle adopted in the opening scene, it can be argued, seems to 
be a compromising attempt between a high angle and a straight-on shot, between a girlie ‘cuteness’ 
and a stylisation o f an identity photograph.
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Through big-head-dog-shots. Love You"s Japanese linkage is re-affirmed. Moreover, 
the technique indicates a possible masculine interpretation of ownership, in that 
‘cuteness’ is constructed as collectable. The idea of collectability seems to form an 
important theme in the Japanese rorikon subculture. The D og’s Collection as well as, 
implicitly, Cyndi’s star image. Through The High School Girl Uniform Fieldbook, 
Sharon Kinsella (2005) noticed the significance of encyclopaedic taxonomy in 
Japanese rorikon subculture.*^ Schoolgirls, from this perspective, are viewed as 
‘species of naturally occurring national fauna’ (Kinsella, 2005, p. 150). The idea of 
taxonomy is also reflected in The D og’s Collection where dogs are alphabetically 
grouped according to breed and, in Cyndi’s case, her music videos have a strong 
thematic sense centring on the notion of identity. The idea of collectability 
therefore reflects HaiTis’s interpretation of ‘cuteness’ in its involvement of ‘human 
chauvinism’ (Harris, 2000, pp. 3-12). It implies a passive image and the non­
threatening quality of the object as a ‘thing’ to be owned through the act of collecting.
Furthermore, ‘cuteness’ also involves a careful construction of physique and 
movement quality which favours a slim figure with no apparent musculature in order 
to deliver a slightly-reserved movement quality. This corporeal assumption was 
reflected in the news item which stated that after a busy period of practicing Love You, 
Cyndi rushed back home to have a bath, saying ‘I am so afraid that my lean meat will 
become muscle, which is not cute at all’ (Y. C. Chen, 2007b, n.p.). Muscle, with its 
implication of masculine strength, is considered as opposite to ‘cuteness’. On another 
occasion when Cyndi went to a police academy for a training session in Shotokan 
Karate, the press described the way her pride in receiving approval from the instructor 
was reversed.
This book, considered as one o f the classic texts in rorikon subculture in Japan, was compiled by a 
cram school student waiting to re-sit his university entrance exams between 1981 and 1984, who stated 
that his inspiration for collecting came from his boyhood fascination ‘with illustrated picture books 
about birds, fishes, or insects’ (Kinsella, 2005, p. 150).
While Cyndi was constructed as a schoolgirl in Love You (2004), she performed as a girl soldier in 
Honey (2005), an aboriginal girl in Woosa Woosa (2005) and a pilot in Fly Cyndi (2007).
Author’s translation: ° ’
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once thinking about the fact that playing toughness in the male-dominant 
police academy may damage her image of cuteness, she winks her big eyes 
to acquire an innocent appearance and says ‘Ouch! This is not cute at all!’
(Y. C. Chen, 2007a, n.p., my emphasis)
On the two occasions above, the heterosexual dichotomy between masculinity and 
femininity was divided according to physique and its strength, both of which have the 
potential to develop into a threat. Presented through high-angle camera shots, 
Cyndi’s slim physique in uniform therefore constructs a Taiwanese idea of ‘cuteness’ 
which largely overlaps the Japanese version of kawaii.
5.2.2 Introduction Scene: constructing a rhythmic dancing body
The Introduction Scene (0.10-0.43) begins after Cyndi’s punch. Musically, it 
features the rap and, visually, this scene is composed of the close-up of the male 
performer lip-synchronising, Cyndi’s preparation for a solo exercise, and a group of 
girls getting ready for a session of callisthenics. The soundscape is composed of 
continuous and rhythmic beats of a synthesiser, which underpins the structure of the 
image, matching the speed of the male performer’s movements, the tempo of Cyndi 
tapping, the rhythm of the girls’ footsteps and these are cut according to the speed of 
the musical tempo.
Figure 22: Cyndi and the ghetto 
blaster (0.14)
Figure 23: Dropping the ghetto 
blaster (0.21)
Author’s translation:
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Figure 24: The ghetto blaster : a 
close-up (0.22)
Figure 25: Cyndi’s feet: a close-up I
(0.38)
From a bodily perspective, the correspondence between sound and image creates a 
dialectical relationship where musical and physical ‘weight’ transfuse. For instance, 
in Cyndi’s preparation for a solo exercise, the camera shows her canying an 
oversized ghetto blaster up the stairs in a laborious manner through a mixture of long 
and medium shots (Figure 22). With the sound gradually reaching a musical climax, 
Cyndi sets the ghetto blaster down in an extreme close-up with an enlargement of the 
drop movement (Figure 23 and 24). The co-occurrence of sound and image creates 
an effect where the weight of the sound is transferred to the body. Through this 
editing technique, the camera tacitly appropriates the intensity of the music to 
construct a sense of corporeal strength, transfusing musical weight to Cyndi’s dancing 
body.
The energy transfusion between the two media seems to be further elaborated in 
Cyndi’s solo exercise in that she diagonally opens and closes her arms with a slashing 
quality in synchronisation with tapping movements. This process creates a dialectic 
relationship where the musical beat gives weight to Cyndi’s movements and, in turn, 
Cyndi’s dance -  the tapping, the slashing and the stretching -  also re-addresses the 
weight of the musical beat. The cooperation between sound and image is further 
emphasised by the camera. For example, the feet tapping movements coincide not 
merely with the musical rhythm, but are often presented with extreme close-ups of the 
feet, emphasising the ‘feel’ of the weight by enlargement (Figure 25). From a bodily 
perspective, Cyndi’s dancing body seems to be musically and visually charged in the 
cooperation between sound and image, creating a musically-enhanced corporeality.
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5.2.3 Narrative Scene: sexualising ‘cuteness’
Located in the bridge section where the man repeatedly raps ‘put your hands up’, the 
Narrative Scene (1.31-1.40) is intercut between the man’s facial close-ups and the 
close-ups of Cyndi in the showering scene. They are presented in strong contrast: 
while the man is filmed through a green filter in an outdoor background, suggesting 
masculinity, Cyndi is shown in an indoor setting through a pink filter, indicating 
femininity. While the man lip-synchronises to the rap -  ‘put your hands up’ -  with 
his right hand towards the camera in a demanding manner (Figure 26), Cyndi seems 
to be unaware of the camera, yet follows precisely the man’s request. In this scene, 
masculinity and femininity are dichotomiously constructed by the camera alongside 
the dividing line between active and passive. This gender binary is complicated with 
the emergence of the lyrics in that the male performer immediately assumes, 
musically, the role of the rapper, as the one who demands. In this junction between 
sound and image, Cyndi, who assumes the passive role has to repeatedly ‘put her 
hands up’, undress, and finally shower (Figure 27 and 28). This scene implies her 
nudity, which can be musically demanded and therefore carries sexual innuendoes. 
The sexual potential constructed through the interplay between lyrics, music rhythm, 
camera framing and editing thus reflects the definition of kawaii.
Figure 26: The rapper: a close-up Figure 27: Cyndi: undressing (1.38)
(1.35)
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Figure 28: Cyndi: in shower (1.39)
5.2.4 Dance Scenes I, II, III: animating ‘euteness’ through translating other 
dance genres
Cyndi’s group dance begins in the first verse where she is standing at the front of a 
triangular formation. Movements seem to suggest lyrical meaning. In Dance Scene I 
(0:57-1:06), the first lyrical line, ‘If you suddenly sneeze, it must be that I’m thinking 
of you’, is demonstrated by Cyndi’s left hand travelling across her nose, imitating 
nose-wiping after a big sneeze. This mode of representation reoccurs in the third line 
where the line, ‘Am I the only one in your heart?’, is illustrated with a slow and 
zigzag advance where all the dancers bend their hands and move up and down with 
their feet lightly contacting the floor and their bodies moving rhythmically, yet 
reservedly, which could suggest a possible interpretation of a sense of doubt in a love 
relationship (Figure 29).
Figure 29: Group dance scene: zigzag 
advancing (0.55)
Figure 30: Cyndi’s feet: a close-up 
II (2.44)
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Officially termed ‘sweet tap’, the preliminary feature of Cyndi’s dance is 
demonstrated in this scene: the foot movements. In the teaching video, Cyndi 
explains the movement of ‘sweet tap’ as different from commonly-understood tap 
dancing in that ‘sweet tap’ accentuates foot movements in kicking and stamping, 
rather than highlighting movements of toes and heels. This scene demonstrates one 
of the significant features in Cyndi’s dance of ‘cuteness’: the re-articulation of other 
dance genres. In this case, tap is corporeally translated into ‘sweet tap’. In Love You, 
Cyndi highlights the importance of firmness in performing the ‘floor-rubbing’ 
movements such as kicking and stamping. As she explained, it is ‘important to wear 
shoes with a firm grip in order to achieve well-executed movements and to avoid 
unbalanced steps’.*^  Movement quality, in her explanation, is intrinsically related to 
the choice of footwear. While high heels are emphasised as being unsuitable, she 
demonstrates the dance in a well-worn pair of white Converse shoes, repeatedly 
appearing in extreme close-ups (Figure 30). Since high heels and Converse shoes 
stereotypically symbolise a dichotomy between maturity and youth, and between 
‘white collar’ and student, it can be argued that the choreographic translation of 
‘sweet tap’ actively participates in the construction of her schoolgirl identity.
The relationship between dance genre and identity can be further observed in the 
choreographic choice of the group dance, which has a resemblance to callisthenics, a 
pedagogical exercise with its cultural and corporeal discourses linked to the post-war 
construction of the military body (see Section 3.3). Features of callisthenics as a less 
skill-requiring exercise are deployed in Love You where it is constructed as 
approachable, which again re-addresses its ‘campus-style’ (Avex Taiwan, 2009). In 
other words. Love You corporeally translates callisthenics, updating its outmoded 
cultural discourses as a politically-operated body discipline and, at the same time, 
appropriating its embedded ideas of youth and purity. Through the deployment of 
callisthenics, a post-war exercise is displaced from its context, to be re-articulated 
into contemporary popular culture with its cultural discourses refashioned, and its 
corporeality ‘sweetened’, through feminising and commercialising the movement 
form.
Author’s translation: ‘ ( fS  Converse ) j ' '"is.
137
Chapter Five
Figure 31: Group dance scene: a 
reversed port de bras (1.01)
Figure 32: Group dance scene: 
hand in hand (1.08)
Dance Scene II (1.16-1.23) accompanies the last two lines in Verse 1. During ‘Am I 
the only one in your heart’, dancers have their left hands on their heads and their right 
hands in front of their chests. After small pacing movements, a hybridised body 
movement is performed with a reversed port de bras in the upper body and trotting 
foot movements (Figure 31). The upper body movement continues to develop 
through the next lyrical line where the arms swing up to form a circle over their heads 
while making a full body turn, coinciding with a musical climax in the word ‘love’ 
(Figure 32).
In this scene, a ballet movement is utilised. Against a historical context in post-war 
Taiwan where ballet symbolised foreign ‘high’ culture, the use of a reversed port de 
bras seems to elevate Cyndi’s star image into the realm of ‘high class’. Moreover, 
since the idea of ‘foreignness’ constructs the logic of spectacle in Mandarin pop, the 
choice of ballet seem to have tacitly translated her corporeal discourses into the realm 
of spectacle. However, the process of corporeal translation towards a spectacular 
configuration is nevertheless in constant negotiation with Cyndi’s star image, 
especially in her construction of ‘approachable dance style’. The choreographic 
choice of port de bras, rather than pointe, is arguably to have demonstrated a process 
of arbitration. By deploying a lesser skill-requiring ballet movement, Cyndi acquired 
a corporeal balance between high class and everyday cultural experiences, between 
foreignness and nativeness and between glamour and quotidian. She is constructed to 
be a glamorous and high class star, while at the same time demonstrating a friendly 
image. The idea of sisterhood is strenuously emphasised in that Cyndi refers to her 
six dancers as her ‘sisters’ in the teaching video, as well as encouraging the audiences.
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rhetorically, to dance with their ‘sisters’. Moreover, this idea is corporeally- 
articulated in the dance formation, and is carried forward to her later dance music
videos. 18
Figure 33: Group dance scene: rubbing 
(Teaching version: 1.20)
Figure 34: Group dance scene: kicking 
(Teaching version: 1.21)
Figure 35: Group dance scene: signifying 
‘you’ (Teaching version: 1.25)
Located at the end of the Chorus, Dance Scene III (1.22-1:30) is presented lyrically 
with Cyndi singing ‘saying fewer goodbyes [because] I want to be with you more 
than one day’.*^  With the rhythm, Cyndi and her ‘sisters’ traverse in front of the 
camera with their feet ‘rubbing across’ the floor in a zigzag fashion and their hands 
parallel facing downwards in the opposite direction (Figure 33). With the hands 
pointing downwards, the back of the hands are bent upwards (Figure 34). The 
dancers move alternately to either side and kick their legs towards the opposite 
direction at the end of each phase. The dancers make a full body turn in the next 
line -  ‘Just a little more to let me voluntarily love you’ *^*- and their right hands
These include Honey (2005), Seesaw (2005), Helen o f  Troy (2005), Da Da Da (2005), Love Meal 
(2005) to the latest such as Afloat (2007) and Hot Love (2007).
Author’s translation: ‘Oh bye —#0 ’ —A  ° ’
Author’s translation: ‘# —1^ ’ ° ’
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descend in a straight-line until pointing to the front, in rhythm with ‘you’ in the lyric, 
resembling the shooting posture commonly appearing in Western cowboy films 
(Figure 35).
In this scene, the feature of playfulness in the ‘sweet tap’ is further articulated, 
displaying two basic postures of ‘sweet tap’. While, in the teaching video, the 
upward-bending hands are related to ‘little penguins’, the bent and outward-kicking 
feet are described as ‘shuttlecock kicking’. In this instruction, animal-like images and 
child-like playfulness are emphasised, re-addressing the definition of kawaii. 
Moreover, through these movements, the relationship between the feet and the floor 
are further articulated in that feet need to rub against the floor and kick against it 
upwards. These movements create a sense of resilience and deliver a bouncy quality, 
which continues to construct the idea of youth in her star image.
Despite Cyndi’s depiction of ‘cuteness’ being closely related to the idea of kawaii 
with the idea of non-threatening at the core, there are nevertheless abandoned 
moments. For example. Love You begins with Cyndi’s fast and sturdy punch 
followed immediately with the man’s facial close-up, suggesting a sense of defiance. 
The sense of rebellion is, again, reflected in the shooting posture at the end of the 
video where Cyndi’s trigger finger points directly to the camera, coinciding with the 
word ‘you’ in the lyrics. This movement blurs the difference between an expression 
of love and an articulation of a threat and thus constructs a sense of menace. 
However, the menacing potential in these two moments are carefully balanced 
through camera techniques, ‘taming’ the uncontrolled acts. In the case of the punch, 
it is presented through a high-angle shot, highlighting her small physique and 
disproportionate figure to restrain the degree of the threat. In the case of the hand 
gesture, the possibility of double interpretation opens an ambiguous space in that the 
danger of threat is diluted through the use of a symbolic pun. The potential quality of 
danger presented in Love You is, therefore, carefully framed and mitigated, reflecting 
the non-threatening quality of the definition of kawaii.
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5.3 Punning ‘cuteness’: localising and re-routing kawaii into a Taiwanese context
Through video analysis, Cyndi’s dance of ‘euteness’ proves to largely overlap with 
the Japanese idea of kawaii, constructing the first definition of star image as a 
spectacle. However, against the social, cultural, and historical background in post­
war Taiwan, this configuration is in constant arbitration with local cultural 
assumptions, which are mainly gendered and nationalistic. From the gender 
perspective, I will propose in this section a mode of localisation, while, from the 
nationalistic perspective, a re-routing process will be analysed. Both of these 
translational procedures take place outside the medium of music video, impelling a 
punned corporeality with context-specific meanings to Cyndi’s star image. In order 
to form a point for comparison, the following chart (Diagram 3) illustrates the 
manoeuvring attempt traceable in Cyndi’s star image drawing upon the diagram of 
translation.
Diagram 3: The diagram of translation: Cyndi’s ‘movement’ 
Geographical imaginations (y-axis) Intermediality (z-axis)
Internationalism
\ Star image 
‘Mov^ient
Localism
Gendered representations (x-axis)
‘Cuteness ’ ‘Sexiness ’
From the gender perspective, there is a sigmficant process of localisation in that 
sexual subtexts are erased outside the medium of music video. In Cyndi’s solo 
concert in 2006, she wore a shirt revealing her navel for the first time, an act which 
attracted intense media attention. Described in the press as being ‘sexy with a hint of 
cuteness’, Cyndi was stated to be not entirely comfortable with this remark and her 
response was further reported: ‘she pouts, saying “[this is not sexy], it is exposing in a
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healthy way!”’ (Avex Taiwan, 2006, n.p., my emphasis). This response reflects the 
market strategy adopted in the construction of her star image. According to her 
record company, ‘even if [Cyndi] is to be sexy, it shouldn’t be a cool or an erotic 
version [...]. There should be more healthy and sporty elements, to depict a version 
of sexiness with friendly charm’ (I. Lai, 2005, n.p., my emphasis). This almost 
desexualised construction of Cyndi’s image is tenuously upheld. In 2009, she 
rejected an advertising offer to be an underwear model for the reason, to quote Cyndi, 
‘I am too shy’ (C. Lin, 2009, n.p.).^^ Five years after Cyndi’s release of Love You, 
her breast size was publicly revealed as part of her ‘tiansfbrmation’ to suggest a more 
mature image. However, her refusal to ‘unwrap’ remained to highlight her ‘cute’ 
image constructed in Love You where the idea of purity is stressed. While these two 
pieces of news strategically avoided possible sexual interpretations, the third example 
seems to provide an instance where any reference to the opposite sex is strongly 
denied. It originates from a news interview where Cyndi’s attitude to a love 
relationship is explained,
[In love relationship, Cyndi is,] in fact, an extremely conservative 
“antique”. She keeps adequate distance from her male friends and never 
gives her phone number to them, with no exception to actors she is 
working with! It happened once in a film-shooting scene that one of 
Cyndi’s male friends tried to help her when her hair was blown about; she 
retreated and screamed, ‘How could this be? Different sexes should not be
allowed to touch each other'
(JX News, 2005, n.p., my emphasis)
In this particular event, Cyndi seemed to performatively construct a second meaning 
to her star image, outside the medium of music video, of a desexualised ‘cuteness’.
Author’s translation: ['"]
Author’s selective translation from: 1
m m #  ’ » M # #
mm 3 ^ > mm#A
Author’s selective translation from: ‘ 32C ’
^ f E  600 3 ' ° j ’
Author’s selective translation from: m  '^ ’É ' î î
' mADLi :  j ’
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which accentuates the idea of purity, healthiness and morality. These examples 
confirm the fact that there is tension between ‘cuteness’ and ‘sexiness’ in Taiwan, a 
phenomenon which is significantly different from that of Japanese kawaii. In other 
words, ‘cuteness’ and ‘sexiness’ are understood as binary in Taiwan, coinciding with 
dichotomies between healthiness and eroticism, between purity and obscenity and 
between morality and immorality.
These conceptual binaries neatly correspond to the post-war construction on the 
dichotomy between the military body and the dancing body; in the case of schoolgirls, 
the militarised discourse devised in pedagogical institutions desexualised their 
presentation of gendered identity. Through a historical research of teenage girls’ 
sexuality in post-war Taiwan, Josephine Ho points out that ‘Twenty years ago, 
teenage girls were constantly reprimanded for not straightening their backs; they were 
slouching in order to hide their growing breasts’ (Ho, 2003, p. 327). It is precisely 
under the tension between the military body and the dancing body that their growing 
breasts have to take part in the underplayed or ‘hidden’, which reflects Cyndi’s 
refusal to the underwear advertisement. Her articulation of a desexualised ‘cute’ 
corporeality is therefore a context-specific result emerging from the socio-cultural 
milieu in post-war Taiwan.
In this vein, Cyndi’s dancing body carries various layers of meanings which are 
emphasised differently in different media. While it is closely constructed according 
to the idea of kawaii with a notable sexual subtext in the music video, it carries a 
desexualised meaning in other media. It is a mode of localisation in the process of 
translation, creating a punned corporeality. According to Walter Redfem, in the 
stmcture of pun, the ‘key movement’ is pivotal in that the second meaning ‘rotates 
around the first one’ (1984, p. 23). In this sense, pun is an active cultural action and, 
in Cyndi’s case, it can be argued that her ‘cute’ dancing body puns the Japanese 
meaning of kawaii, creating a context-specific meaning in Taiwan through a mode of 
localisation. From music video to other forms of media, Cyndi’s constmcted student 
identity functions as the ‘switch’ through which local corporeal assumptions are in 
constant negotiation, taking the dancing body as its main agent.
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This ‘switch’ goes beyond the level of gendered identity and, in Cyndi’s case, also 
reaches the national level in that the Japanese subtext embedded in the notion of 
kawaii becomes a site of arbitration. By contrast to Coco’s case where her political 
identity as an American is emphasised, the link between Japanese-ness and Cyndi is 
carefully downplayed. This ‘shunning’ of Japan, it can be argued, is a combined 
result of the rise of nativist nationalism, most significantly after the 1990s, and the 
stigmatisation of Japanophiles, a subcultural group impelled by the prevailing 
Japanese popular culture in Taiwan. Similar to ‘cuties’^^  in Japan, who were often 
subjected to attacks for their ‘lack of social responsibilities’ (Kinsella, 1995, n.p.), 
Japanophiles in Taiwan also suffered criticism. With the rise of nationalistic 
sensibility in the 1990s, scholars and officials criticised Japanophiles for their 
‘superficial’ understanding of Japanese culture and denounced the group as a result of 
‘brainless Japanese subculture “invading” Taiwan’ (Du, 1997, p. 73). Derived from 
the spheres of high culture -  academia and official discourses -  these criticisms 
established a cultural task for themselves to introduce foreign ‘high’ culture and to 
explore Taiwanese cultmal ‘essence’, impelling populai* culture, especially the 
Japanese version, as the reprimandable ‘other’.
Against the critique of Japanese popular culture, the construction of Cyndi’s star 
image strategically underplayed Japanese connections, re-routing ‘cuteness’ to favour 
Taiwanese nationalistic sensibility. Cyndi’s Japanised ‘cuteness’ on the music video 
is reinvented to be ‘made in Taiwan’ outside this medium. To explore this paradox, I 
will examine the re-routing process by comparing two examples through which the 
audiences’ accusations of plagiarism of a Taiwanese star and a Japanese star are dealt 
with differently, revealing the embedded nationalistic tensions.
Marketed through similar mode of production, Cyndi’s similarity to John has been 
constantly addressed in the media since the start of her career. The implications of 
plagiarism of John by Cyndi continued to appear in news articles for the next few 
years. Not ah these events were responded to by Cyndi but, with the growth of the 
criticism, the accusation was officially refuted in 2007. In the news, she was 
described, ‘replying with pouting mouth, “Please don’t keep on saying that I look like
Kinsella applies the term ‘cuties’ to a trend o f youth subculture in Japan from the 1970s. It involved 
a distinctive handwriting, slang, and fancy goods (Kinsella, 1995).
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Jolin, I have finally differentiated myself from her”’ (Y. C. Chen, 2007c, n.p., my 
emphasis). In this reply, Cyndi gave an indication that differences are constructed, 
rather than pre-existing and, therefore, conceded to her similarity to Jolin through 
implication. Moreover, an imploring tone was utilised and, with her pout, it echoed 
her image of a care-requiring and innocent small girl, reflecting the physical and 
emotional perspective of kawaii. This strategy received positive responses from her 
audiences and one of the typical online comments reads, ‘[I] feel that she [Cyndi] is 
so poor that she is embroiled with Jolin even if she is innocent’ (abcl2356 [ID], 
2007). In this comment, the use of the imploring tone and innocent attitude 
successfully elicited a response, projecting the dichotomy between innocence and 
guilt alongside persecuted and persecutor with Jolin and the press playing the latter 
role. Cyndi’s ‘cuteness’ is therefore used as a defensive strategy, which transforms 
accusation into oppression and ‘offender’ into ‘victim’, constructing her own 
authenticity actively and successfully.
However, the response to plagiarism was dramatically different when the suspicion 
was connected to Japanese stars. In 2006, one of Cyndi’s styles using a pair of deer 
antlers triggered controversies on whether or not she has ‘copied’ from a Japanese 
star, Koda Kumi. This event was officially, and immediately, responded to by her 
record company, stating that ‘the original idea of the deer antlers came from an 
inspiration in a foreign [‘Western’] fashion magazine, but not from Koda Kumi’ (I. 
Lai, 2006, n.p.). Since the originality plays a crucial role and is itself a 
controversial issue in the construction of star image, this piece of news presented a 
surprising frankness on the ‘origin’ of Cyndi’s style. By contrast to her response to 
the charge of plagiarism to John’s style, in which she tacitly conceded the similarity, 
the response in the case of Koda Kumi strongly repudiated the accusation by 
paradoxically admitting plagiarism of the ‘Western’, rather than Japanese, style. 
Moreover, this response came from her record company, allowing a stronger and 
more authorative tone, which could be read as a counter-discourse to Cyndi’s star 
image should it be publicly announced by Cyndi. It can be argued that this frankness
Author’s translation: ° ’
’^ Author’s translation: ’ # # # # #  J O L I N °
% ! ! ’
Author’s translation: ' # ° ’
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was a desperate attempt to purge the Japanese sub-text in the construction of Cyndi’s 
image. This phenomenon seems to have tacitly reflected on her public attitude 
towards Japanese popular culture at the present moment: she shows no inclination 
towards Japanese fashions, despite the fact that her star image makes numerous 
references to Japanese cultural and corporeal signs.
The largely different responses to events of a similar nature demonstrate a tension in 
the consuming process of Japanese popular culture in Taiwan, reflecting tacitly the 
social milieu after the 1990s with the rise of nationalism and the stigmatisation of 
Japanophiles. Cyndi’s ‘cuteness’, therefore, is located in the ambiguous space 
between the two cultures. Despite its first meaning carrying a strong Japanese 
imprint, ‘cuteness’ is in a constant re-routing process outside music video to comply 
with local cultural sentiment and nationalistic sensibility to be reinvented as made in 
Taiwan.
Cyndi’s dancing body therefore functions similarly to that of a corporeal pun. In a 
study of pun in translation, Redfem argues that a pun is a ‘translation within a 
language, shuttling between two or more meanings of a word or phrase’ (Redfem, 
1997, p. 265). In Cyndi’s re-articulation of a ‘cute’ dancing body, different corporeal 
discourses are created in the process of translation within a body, shuttling between 
sexiness and sexless and between Japan and Taiwan, creating a punned corporeality 
under its seemingly widely-understood, yet intrinsically-ambiguious, term, ‘cuteness’.
Conclusion
In this chapter, I have analysed the Japanese influence in shaping the music industry 
of Mandarin pop and one of its subgeme, ‘the trend of cuteness’, to introduce one of 
its most famous contemporary stars, Cyndi. Focused on her constmction of 
‘cuteness’, I have demonstrated that her presentation overlaps with the Japanese idea 
of kawaii to a great extent through an analysis of her music video. Love You (2004). I 
propose that Cyndi’s ‘cute’ corporeality is impelled by the interplay between 
gendered representations (‘cuteness’) and geographical imaginations (‘Japanese- 
ness’), constructing one of the most pronounced meanings of her star image. Located
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in the genre of Mandarin pop where foreignness is considered to be the logic of 
spectacle, together with specific Taiwanese socio-cultural contexts where Japanese- 
ness is highly desirable, Cyndi’s dance of ‘cuteness’ is considered as one of the 
dominant spectacles, resulting in good record sales and a dance craze online and 
offline.
However, encountering the same historical context as Coco, Cyndi’s ‘cute’ dancing 
body, which is shown as having sexual potential in music video, is constantly in 
negotiation in a localised context where the notion of sex is erased. Moreover, as in 
Taiwan where fans of Japanese popular culture were condemned by official 
discourses as brainless, and the rise of Taiwanese nationalism in the early 1990s, 
Cyndi’s Japanese subtext was carefully downplayed, resulting in context-specific 
meanings. Deploying the diagram of translation, I have analysed the punning process 
of localisation and re-routing, thiough which ‘cuteness’ is recreated to be sex-less and 
is emphasised to be made in Taiwan.
‘Cuteness’, in this sense, is punned through Cyndi’s dancing body; her dancing body, 
in turn, is a corporeal pun. Moreover, demonstrated though the music video analysis 
where Cyndi’s ‘cute’ dancing body is considered as a spectacle, it can be argued that 
it is performatively and vacillatingly constructed, containing contradictory meanings 
in its negotiation of different social, cultural and political contexts. Utilising the 
diagram of translation, these two processes signify a conceptual ‘movement’ which is 
impelled by physical ‘movement’ and I will return to this chart to provide a 
comparison of the three stars in the Part Two Conclusion.
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On the road to ‘sexiness’
Internationalising the construction of a ‘local’ star in Taiwan
Introduction
Jolin’s dancing body, as explained in the Blackie Show, is understood to have preset 
corporeal configurations which compose a part of contemporary corporeal knowledge. 
By contrast to Coco whose dancing body is firmly imbued with the notion of 
‘sexiness’ and Cyndi’s with ‘cuteness’, John’s corporeality seems to exist in an 
ambiguous space between these two subgenres, denoting a hybridised form of ‘sexy 
cutie’. Originally marketed under ‘cuteness’, this chapter sets out to delineate the 
construction of John’s ‘sexy’ dancing body. Taking intermediality into account, I 
argue that her dancing body continues to be in a punning process, which involves a 
mode of internationalisation.
This chapter is divided into three sections. In the first section (6.1), I contextualise 
Jolin in the Taiwanese scene where her early star image was composed of a strong 
sense of localism. Through a video analysis (6.2), I demonstrate the way the dancing 
body in the music video translates John’s ‘cuteness’ into a discourse of ‘sexiness’ as a 
means of constructing a corporeal spectacle. Taking Agent J  (2007) as an example, 
this chapter will propose that John’s ‘sexy’ dancing body is constructed with a 
significant effort of internationalisation.
Deploying the diagram of translation, this attempt will be further analysed. I argue 
that her star image acquired an extra layer of meaning through the music video, 
updating her ‘cuteness’ into the realm of ‘sexiness’. However, the emphasis of 
‘sexiness’ as an ‘acquired talent’ projects ‘cuteness’ to ‘sexiness’ through which John 
is constructed to be on the way to ‘sexiness’ and therefore, paradoxically, not yet 
there. At the end of this section (6.3), I will detail several examples to analyse how
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John’s Star image still carries imprints which are associated with ‘cuteness’ albeit this 
meaning is no longer the principal definition.
6.1 Contextualising Jolin into the Taiwanese popular culture scene
John is one of the most famous stars in the genre of Mandarin pop, whose career 
began with a contract with Universal Music in 1999 after winning an MTV singing 
competition in the previous year. Marketed under the loosely defined subgenre of 
‘cuteness’, John was regarded as commercially successful in her debut album, albeit 
her image was not considered to have been firmly established in a market niche (H. 
Wang, 2006). For this reason, the company devised a marketing title, ‘Teenager Boy 
Killer’,^  to emphasise her girlish charms (H. Wang, 2006).^ This title, however, 
generated criticism rather than admiration and was commonly used in a sarcastic, 
rather than a complimentary manner. From this point, John’s audiences seemed to 
have polarised, and online arguments often took place, debating on the originality of 
her music, her singing, dancing and performing ability, as well as her appearance. 
This would suggest that she was a highly controversial star right from the beginning 
of her career. An unnamed insider in the Taiwanese pop music industry once 
commented, ‘it is rare for any pop star to encounter the same situation as John who is 
already an established star right after her first album yet is, at the same time, widely 
abominated by her audiences’ (Y. Lee, 2007).^ The intensity of this love-hate 
relationship towards John was demonstrated in 2000 when she simultaneously won 
the title of ‘the best popular star’ and a booby prize for ‘the worst pop star’ (Y. Lee,
2007).
* ‘Teenager Boy Killer’ is the direct literary translation o f John’s media title o f Despite
the odd sounding o f  the phrase in English, the word ‘killer’ is a conventional expression in Mandarin 
to describe pop stars’ potential market effect on certain social groups. In John’s case, this term 
indicates her record company’s market orientation towards teenager boys.
 ^Author’s translation: ‘1998 ^  f  MTV
’ JT% 3,000 1 6 # * #  ’ m m Ê M W  “
1019 J  ’ êM  °  ’
 ^Author’s translation: ‘  ^ ^
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This intense attitude was arguably caused by the apparent conflict between the title of 
‘Teenager Boy Killer’ and John’s image as a good student, which tacitly linked her 
image to post-war masculinised cultural discourses. With her widely-known 
background from a renowned girls’ high schoo l,her academic ability played an 
important role in the construction of her early star image. Appearing in interviews, 
she stated on several occasions that at high school she was merely a ‘studious idiot’ 
and an ‘obedient student whose best friend was the grade’ (I. Yeh, 2008, n.p.).^ Her 
known preference of ‘marking and stamping papers’ affected her choice of a ‘dream 
job’ as being a teacher or customs official (I. Yeh, 2008, n.p.). Moreover, her lack of 
dance ability resulted in her body being described as rigid and rhythm-less. These 
terms suggested a dull, out-dated and authority-abiding image with close association 
to the post-war cultural discourses of the military body, constructing a corporeal 
discourse which was decidedly local.
Located in the genre of Mandarin pop, where the logic of spectacle was constructed 
according to the notion of foreignness, John’s localism was interpreted by her 
audiences as a disadvantage, stimulating intense criticism ranging from performing 
ability to her appearance. For example,
from her dancing nervously with laborious facial expressions lip- 
synchronising high-speed rap on the stage, I think she memorised the dance 
by rote and made a strong effort just to avoid embarrassment. On TV, she 
shows limited social skill and does not know how to avoid teasing from the
MC,^
(atomota [ID], 2006, n.p.)
In this comment, John is criticised for her dull and authority-abiding image and her 
rigidness, both socially and corporeally, reflecting the discourses of the military body. 
This criticism is not just a random and baseless attack. Instead, John’s awkwardness
Jolin was widely known as a student from a renowned Taipei Jing-Mei Girls High School (o '
^ 'L ') when she won the singing competition.
 ^Author’s translation: ’ # # # # > #  ’ 17
 ^Author’s translation: ° ° %
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as a dancer is widely known and is described on the news and interviews as ‘a pop 
star who learnt dance right from the beginning with her hands unable to touch the 
floor when bending forwards’ (H. Wang, 2006, n.p.)7
John’s appearance was also a centre for suspicions of artificiality. Plastic surgery 
was a common subject for online debate and the most intense arguments were 
invoked concerning her face, breasts, and figure (Hsiao-Ya [ID], 2004). Derogative 
terms like baby-fat face and ‘sausage lips’ were constantly attributed to her and 
developed into sarcastic nicknames. Sausage Tsai or Sausage Monster. Despite the 
fact that it may be common for pop stars to be criticised for their appearance, the 
existence of well-established, widely-circulated, audience-oriented, and pejorative 
nicknames suggests that, compared with other pop stars in Taiwan, John appeared to 
suffer badly. These criticisms seemed to have derived from an intense conflict 
between the definition of ‘Teenager Boy Killer’, which was constructed according to 
the logic of spectacle in Mandarin pop, emphasising feminine charm, glamour, and 
foreignness, and her historically-informed image, which was linked to the military 
body with embedded local and masculine discourses.
Between 2002 and 2003, John was ‘frozen’ by her record company owing to a 
contract dispute which subsequently resulted in a change of record company.^ The 
one year gap triggered a media-constructed ‘transformation’, which re-introduced 
John as follows,
John Tsai has always been fearless. On stage, she has been both 
applauded and booed, receiving both good and bad news, and 
experiencing happiness and disappointment. [This energy of fearlessness] 
has supported her transformation from an outdated teen idol, who can 
only stand obediently while singing, to a rhythmic sexy dancing queen. ^
(I. Yeh, 2008, n.p., my emphasis)
In this introduction, several binaries are articulated, denoting a dramatic change of 
paradigm -  the ‘transformation’ -  in her star image: from immature to mature, fi-om
’ Author’s translation: ’ m #
 ^Jolin switched her contract to Sony BMG at the end o f her ‘frozen’ period.
"Author’s translation:
M  Fearless
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obedient to confident, from arrhythmic to rhythmic, from outdated to spectacular, 
from motionless vocal performance to kinetic dance presentation and, implicitly, from 
‘cuteness’ to ‘sexiness’. Moreover, this ‘transformation’ is constructed in line with a 
change of physique: John’s breasts were reported to have gone through a 
controversial ‘growth’ of size from B to G (Ku, 2005), demonstrating a physical 
dimension between the two sets of gendered representations. Linguistically, this 
transformation coincided with a heightened emphasis on John’s English a b i l i t y . I n  
this case, her image as a diligent student, despite having generated criticisms, was not 
entirely unwarranted. This studious image and her subsequent success in enrolling in 
an English Department helped her to assume a sense of authority in English, which 
subsequently led to the publication of three English learning books (EMI News,
2008).^^ From a ‘local’ cute girl to an ‘international’ sexy star, gendered, corporeal 
and linguistic discourses were transfigured in a parallel manner.
Most importantly, John’s ‘transformation’ was achieved and publicly recognised 
through a significant emphasis on improvement in dance through the trope of 
‘conquering’, constructing a progressive process from imperfect to perfect. The ideas 
of progression and conquering go beyond a mere figure of speech^^ to denote deeply- 
rooted cultural and corporeal practices. Despite it being commonplace for pop stars 
to stress their ‘achievement’, John seemed to pay extra attention to the idea of 
progress, often at the cost of revealing how unattractive she used to be, a topic 
normally avoided. However, this tendency seemed to work as an alternative strategy 
which eradicated criticism. One of the online comments read,
I used to dislike John, [.. .and] I believe I am not in the minority. [...] Yet
her amazing willpower, endeavour, concentration and stamina -  probably
This emphasis reached to an extent that her reading o f an unnamed English book while waiting for 
her turn in the MTV competition in 1998 was publicly made known (H. Wang, 2006).
Jolin enrolled in the English Department o f  Fu-Jen Catholic University ( $ 0 fZ A $ )  in 1999.
These three books are Jolin’s 24 English Lessons on Diary Writing (2005), Jolin’s Six Vocabulary 
Parties (2005) and Jolin: Practicing Love Words (2008). However, John’s English ability is also 
controversial and her spelling mistakes and grammatical inaccuracy are constantly being questioned (I. 
Chang, 2010). In these events, the issue I am interested in is not how good her English ability actually 
is, but how the sense o f authority is constructed, criticised or justified.
Linguistically, Jolin, in a 2007 interview, for example, repeatedly mentioned the idea o f  ‘winning’ 
and named her favourite English word as ‘victory’ (Y. Lee, 2007, n.p.). The encompassing aspects o f  
‘transformation’ -  gendered, corporeal and linguistic discourses -  were re-emphasised through the 
trope o f competition, progression and achievement.
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Bot designed to fawn upon audiences like myself — simply to reverse my
(atomota [ID], 2006, n.p.)
bias.^ "^
In this comment, John’s dance achievements from being almost non-existent to well- 
developed ability were cited as evidence for admiration. Indeed, the visibility of 
dance was used as a tool to ‘prove’ her progression. From Seventy-Two Changes 
(2003), the first album released after her the contract dispute, John’s dance on music 
video became a central theme to her star image. This tendency was strengthened by 
Dancing Diva (2006) and Agent J  (2007), where splits and acrobatic movements, 
known for their difficulty, were utilised. In John’s case, music video became the 
prime site to showcase dance techniques. Taking into account the importance of the 
dancing body in the music videos in her image as a site where bodily assumptions are 
translated, this chapter sets out to investigate Agent J  (2007), which is chosen for its 
status as an award winning chart-topper (HITO Radio, 2008), its newly-created genre, 
‘music film’^^  and its official categorisation in between ‘cuteness’ and ‘sexiness’. 
The dancing body in Agent J, therefore is one of the defining junctions in the 
construction of the spectacular ‘transformation’.
Concentrating on the theme of transformation, I analyse the construction of the 
dancing body in Agent J  through a combined framework of music video analysis 
(Section 1.1) and film studies (Bordweh and Thompson, 2004). In the following 
section, the analysis will be focused on four scenes -  Opening Scene, Killing Scene, 
Solo Dance Scene and Group Dance Scene -  which have been chosen for their 
emphasis on central themes highlighted throughout the promotional period, including 
the construction of ‘sexiness’, internationalism and the bodily style of ‘difficulty’. 
Following the convention of Part Two, cyberethnography (Section 1.3) will continue
Author’s translation: °
Music videos in this album were created into a 90-minute ‘music film’ with a fifty million N.T.D. 
budget (approximate one million pound sterling), through which internationalism is strongly 
articulated (see Section 6.2). With the movie-style budget and première. Agent J  constructed one o f  
the defining moments in John’s star image (iWant Radio, 2007).
The introductory advertising highlights that ‘audiences can see a sexy and dangerous Agent J  as well 
as finding a refreshing and cute Agent X . The issues surrounding this piece o f text will be further 
analysed in Section 6.3. Author’s translation: 
j j  ’ ’
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to be deployed as a means to analyse audience reception, paying special attention to 
interpretations and productions of online texts centring on Jolin’s dancing body. I set 
out to propose that John’s dancing body is constructed through the interconnection 
between sound and image, projecting the first meaning in her star image -  
‘sexiness’ -  through a mode of internationalism.
6.2 Agent J  the construction of internationalised ‘sexiness’ as spectacle
6.2.1 The Opening Scene: internationalism and the genre of music film
The Opening Scene (0.00.-0.26) m Agent JhQgms with an effect o f manual focusing, 
in which out-of-focus big patches of colour gradually regain their sharpness, 
revealing neon lights. At the centre of this lighting, Jolin is depicted walking away 
from the camera against a simple soundscape combining footsteps and a drizzling 
sound of water. The title of the song gradually emerges and the song begins 
following a sharp change of soundscape combining scurrying noises, phone 
conversations, cranking metal sounds and a police siren.
The alteration of the soundscape coincides with a change in editing style. The 
lengthy five-second long shot at the beginning is replaced by rhythmic cuts between 
two parts: the contextualising part and the dancing part. While the former is 
presented through a sepia filter, showcasing John’s profile, her black leather outfit 
and the European background (Figure 36, 37 and 38), the latter part depicts a group of 
dancers in a still pose holding guns (Figure 39). With the approach of a musical 
climax, these two parts are disjunctively intermixed according to the musical speed 
and, at the end of this climax, John’s facial close-up is shown, where she raises her 
right hand with the gun’s muzzle close against the camera. With the filmic technique 
of racking focus, the plan of the camera’s focus changes from John’s face to the 
extreme close-up of the muzzle, revealing her identity as a female killer, a secret 
agent, in Paris (Figure 40 and 41).
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Figure 36: Jolin and her leather outfit 
(0 .10)
Figure 38: Extreme long shot: the 
construction of a French context (0.13)
Figure 40: Racking focus I (0.25)
Figure 37: Extreme long shot: the 
construction of an European context (0.13)
Figure 39: The gunning posture (0.23)
Figure 41: Racking focus II (0.26)
Termed ‘music film’, the music videos of Agent J  (2007) enjoyed a film-style 
promotion in Taiwan, followed by the release of a DVD entitled "Agent J  trilogy’ 
(iWant Radio, 2007). The trilogy had its own premiere in a cinema and was officially 
described as having a ‘50 million Taiwanese dollar budget, being one year in 
preparation, having one whole month for shooting and the cooperation of ten 
countries’ (EMI News, 2007, n.p.).^^ Closely resembling the French film Nikita 
(1990), the trilogy is arranged around a ‘plot’^^  with 7  functioning at the centre 
of the story.
Author’s translation: ‘Cooperation from 10 countries! Preparing for 1 year! Flying over 10,000 km! 
Shooting for 1 month! EMI presents Agent J, the music film, with its 50,000,000 dollar budget’ ( +
i i EMi
J j  ! ) ’.
Jolin is portrayed as a female agent who was kidnapped, trained and brainwashed by a national 
authority to be a killing machine with her memory erased after each mission. A parallel story line o f
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From a cinematic viewpoint, the plot of Agent J  resembles a film narration which, 
according to Bordwell and Thompson, denotes ‘a chain of events in cause-effect 
relationship occurring in time and space’ (2004, p. 69). From the perspective of 
cause-effect, the ending is in response to the beginning. The construction of John’s 
identity as a female killer in the beginning ends with her successful killing mission, 
the five-second long take at the beginning ends with a still picture of John’s shooting 
position and the monotonous soundscape at the start finishes with a silent period at 
the end. From the perspective of space and time, it uses a linear narration with a clear 
indication o f the location, Paris. From the beginning Agent J  features an extreme 
long shot of the Eiffel Tower and the Basilica of Sacre Coeur; throughout the video, 
the lyrics contribute to the construction of ‘French-ness’ by referring to the Seine, the 
Notre-Dame and Versailles. From a cinematic perspective, the use of the extreme 
long shot with a contextualising function is a technique closely related to film, rather 
than music video. As Carol Vemallis points out, the shots in film and in music video 
function differently (2004, p. 33). Extreme long shots in film, for example, serve to 
‘set the context for a new scene or to adopt a character’s point of view’ while, in 
music video, they work ‘as a way of exposing a space otherwise revealed only in 
fragments or of creating visual contrast’ (2004, p. 33). From the spatio-temporal 
coherence to the contextualising function of the extreme long shot. Agent J  seems to 
be presented in a particularly filmic manner.
However, it can also be argued that Agent J  is strictly a music video. As Vemallis 
points out the goal of music video, differently from film, serves the function of 
‘showcasing the star, reflecting the lyrics, and underscoring the music’ (2004, p. 4); 
therefore, from an editing perspective, the genre is characterised by the disjunctive 
editing (2004, p. 28). In Agent J, John’s facial close-ups frequently appear and there
Agent J’s former life is also portrayed, in that she has a boyfriend, acted by a Korean star, who persists 
in looking for her after her disappearance. The pair accidentally meet during one o f  Jolin s missions 
when the boy is working as the bodyguard for the target whom Jolin is aiming to kill. After this 
incident, the boyfriend tries to trace Jolin but she has been directed to kill him as her next mission. She 
is left puzzled with his smile in his final moments, and the story continues as Jolin desperately tries to 
trace her own past.
^"Author’s translation: ‘ ^ '
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is an intense interplay between sound, lyrics and image/^ Moreover, the momentum 
of the music is visually characterised by numerous jump-cuts and cross-cutting. The 
structure of the narration is also musically formed: John’s first two missions are 
arranged according to structural divisions between the lyrics. Thus, Agent J  seems to 
follow the conventions of music video more closely than those of film.
In this comparison, the question is neither whether there is a new genre called ‘music 
film’, nor to what extent J  resembles film. Instead, what needs to be addressed
is how the genre of film, as a symbol system, contributes to the construction of John’s 
star image. According to Rey Chow, the fact that film is itself a symbol system 
characterised by historical, ideological and social discourses is often neglected (1995, 
pp. 1-52). Taking the reception of film in early twentieth century China as an 
example, Chow demonstrated how the violent depiction of the ‘non-West’^  ^ resulted 
in a refusal of film as a medium and an insistence on literature as a means of pursuing 
Chinese modernity. From this point, Chow argues ‘a moment of an epochal 
dislocation of the intellectual and literary sign’ (1995, p. 18): there is an intense 
competition between old (e.g. literature) and new (e.g. film) symbol systems in early 
twentieth-century China. Media, therefore, are never neutral technologies but are 
constructed in, and comprehended through, socio-cultural discourses which are 
historically-informed.
In the case of Agent J, promoted as a ‘music film’, the socio-cultural discourses 
embedded in music video and in film seem to be in intensive competition. Drawing 
heavily on film techniques, music video, as a newly emerged genre in the early 1980s, 
takes its fundamental vocabularies from film despite the functions and the meanings 
of camera techniques being different (Vemallis, 2004, pp. 28-37). However, despite
For example, the sound o f a police siren is heard with the image, and the sound o f the gunshot 
follow immediately after the extreme close-up o f  John’s gun. The sound-image relationship is further 
emphasised in the relationship between the lyrics and the image o f the music video (see Section 6.2.4).
Through a detailed analysis o f a dramatic moment o f encounter between film as a medium and a 
prominent Chinese intellectual. Lu Xun, in the early twentieth century, Chow demonstrates how his 
experience in watching Chinese people being decapitated in a Japanese nationalistic documentary 
altered the course o f his life. Film, a form o f visuality which was considered foreign to the Chinese at 
that time, demonstrates, according to Chow, ‘the transparent effect o f a new medium that seemingly 
communicates without mediation’, and displays ‘affinity between the power o f this new medium and 
the violence o f  the execution itself (1995, p. 8) .
For example, the May Fourth Movement, which took place in China in 1917 as a major intellectual 
wave characterising modern Chinese history, simply ‘refused to take the film medium seriously (1995, 
p. 13).
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her insightful argument, Vemallis seems to have overlooked the difference between 
embedded socio-cultural assumptions attached to the two media, which are 
particularly apparent from a non-Westem perspective. While Hollywood is the 
synonym of mainstream films, symbolising the ‘universal’, Asian films are labelled in 
the dominant American and European markets according to origin which generally 
complies with national boundaries and, therefore, are localised as ‘particular’. 
However, compared with so-called ‘Asian’ films, ‘Asian’ music videos have much 
less international visibility. Despite the Internet providing an online platform to 
enhance information flow on a global scale, the direction of the distribution of music 
video remains largely one way, from ‘West’ to ‘non-West’, conforming to the 
dominant direction of the cultural and linguistic flow in the modern world.
The use of film as a genre in Agent J, therefore, is arguably an attempt to present 
itself as an international commodity which transcends local / regional levels, the 
embedded politics of Asian music video. Indeed, Agent J  makes a great effort to 
convey a sense of internationalism through its depiction of ‘international’ scenes, 
which are mainly American and European, ranging from the Parisian context, 
different racial and national backgrounds of the actors and a Hollywood-styled plot 
(see Section 6.2.2). However, the idea of internationalism does not mean that John’s 
record company had a commercial agenda to release Agent J  in major American or 
European countries; but rather, since this was never intended to happen, it can be 
argued that the idea of internationalism was a regional imagination of how an 
international music video should appear. By promoting the music video as a music 
film. Agent J, therefore, tacitly appropriates discourses of internationalism attached to 
the genre of film as a means to construct a sense of foreignness, which is the core of 
the logic of spectacle in Mandarin pop. Music video, as ‘media hybrid’ (Dickinson, 
2007, p. 13), in this case, actively acquires an extra layer of meaning: it further 
hybridises the already hybridised medium to construct a sense of internationalism, 
assuming a sense of spectacle.
Similar arguments are also proposed by Rey Chow (1993) who criticises Orientalism and 
particularism for their resemblance to nationalism or nativism . She cites an example o f translating a 
Chinese book titled ‘Funu, Guojia, Jiating’ as ‘Chinese Women, Chinese State, Chinese Family’, while 
a translation o f the ‘la femme, l’état, la famille’ will be quite unlikely to be translated into ‘French 
Women, French State, French Family’ (Chow, 1993, p. 6). Although Chow’s argument in this article 
is to oppose an ethnic marker in the name o f  ‘cultural difference’, which I do not intend to follow, she 
points out an important feature between West as universal and non-West as particular.
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6.2.2 The Killing Scene: constructing a deadly and hypersexualised Bond girl 
image
Following the gunshot, the Killing Scene (0:27-1:17) begins with, visually, the 
emergence of a church in a low-angle shot (Figure 42). Musically, this scene features 
the ‘James Bond theme’, which characterises the soundscape of Agent J  and 
underpins the structure of the image. According to Jeff Smith, the frequent repetition 
of this theme made this tune ‘synonymous with the central character’ (2003, p. 119). 
The use of the tune in Agent J  therefore contextualises the music video into the 
Hollywood tradition of 007.
Indeed, the tune unveils two killing missions, musically structured in the first two 
verses. The instructions for both missions are secreted in the church Bible and are 
successfully executed in John’s stunt-like performances. On both occasions, she is 
dressed in classic femme fatale outfits: first in a red dress and then in a black leather 
outfit. Both victims -  first a white man, followed by a black man -  seem to conform 
to American / European cosmopolitan demography and, as they are framed in central 
positions being protected by bodyguards, appear to be men of power (Figure 44 and 
45).
Figure 42: The church (0.29) Figure 43: Killing mission I (0.50)
Figure 44: The victim I (centre white Figure 45: The victim II (centre black
man): the construction of power (0.37) man): the construction of power (1.04)
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By using the ‘James Bond theme’, Agent J  musically makes references to Bond, 
whose popularity, according to Klaus Dodds, is based on ‘a diverse series of “exotic” 
locations, high tech equipment, distinct stunts and, of course, a series of glamorous 
“Bond girls” which [sic] the never-aging Bond is able to charm and seduce’ (2003, p. 
137). The utilisation of Bond as a sign is further developed by references to exotic 
French locations, to the high-tech weapon incorporated in John’s fingernail, to the 
choreographic choice of dance genres, and to the selection of outfits. Moreover, 
John’s femininity is constructed according to the representative logic of the Bond girl 
which, according to Hilary Neroni, is characterised by ‘sensuous sexuality’ (2005, p. 
128). Through this mode of representation, John assumes glamour and a sense of 
foreignness, and thus performs the logic of spectacle in Mandarin pop.
However, there is a significant difference between John’s Agent J  Bnà the Bond girls: 
the existence of the powerful masculine figure, a theme characterising Bond film over 
the decades (2005, p. 128). In Agent J, the male characters, including her lover, are 
targets for the killing missions and, for this reason, John is constructed as a femme 
fatale, a character with ‘a self-centered nature, an overt sexuality, and an ability to 
seduce and control almost any man who crosses her path’ (2005, p. 22). This 
character is almost always ‘glamorously beautiful’, wears ‘stylized clothes’, is unable 
to maintain ‘a romantic relationship’, generally ‘uses a gun’ and evinces ‘a capacity 
and a willingness to be violent’, embodying an image of ‘truly bad and dangerous’ 
(2005, pp. 23-6). By using a combined trope of a Bond girl and of a femme fatale, 
constructs John’s image by highlighting the ideas of glamour and foreignness. 
This is arguably used as a strategy of corporeal translation, which directs her image 
towards Mandarin pop’s logic of spectacle.
In Agent J, this Bonà-giv\-cum-femme-fatale character is symbolically highlighted 
through clothing and gun display, emphasised by the use of different camera 
techniques and a close cooperation between sound and image. In the fashioning of 
female characters in film, Sarah Street noted that the woman in the red dress is ‘a 
classic representation of the feminine as a trap, as dangerous yet seductive’ (2001, p. 
86), while the use of a black leather outfit is argued to represent ‘the femme fatale 
tradition’, constructing a hypersexualised fetishism (Gillis, 2005, p. 79). Moreover,
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Agent J  is characterised by a large amount of gun display scenes. According to Rikke 
Schubart, gun, in the femme fatale tradition, represents ‘the penis’, which symbolises 
‘virile masculinity’ and stands for ‘power and control’ (2007, p. 95). The choice of 
outfits and accessories in Agent J, therefore, constructs Jolin as a deadly, powerful 
and hypersexualised character with a strong link to the tradition o f femme fatale.
From the perspective of camera technique, the music video features numerous scenes 
of gun display, always in extreme close-up, highlighting John’s power and control 
through a visual amplification of the phallic symbol, i.e. gun. Moreover, the degree 
of violence is gradually built up through the interplay between sound and image in 
that the shooting sound gradually becomes in synchronisation with the image. 
Towards the end of the video, the instrumental part (2:43-2:45), for example, includes 
a full shooting in close-ups displayed from different angles, which are synchronised 
with the sound (Figure 46 and 47). This gun display is dramatically altered in that the 
weapon is no longer silent: it is in action with the music and, at the end, appears to 
shoot towards the camera. Symbolically, it can be argued that these gun scenes 
represent an upsurge of power exercised by Jolin.
Figure 46: Gun display I (2.43) Figure 47: Gun display II (2.45)
1 ' '
& ' k '
The sense of intensification of sound-image relationship also appears in John’s killing 
missions. While the two missions gradually unfold, the killing is dramatically 
heightened towards the end of the video. In the Bridge Section (2:50-2:52), a filmic 
technique of ‘montage sequence’ is applied to construct John’s memory flash-back of 
the killing spree. This technique, defined by Bordwell and Thompson is a way to 
‘compress a lengthy series of action into a few moments’ (Bordwell and Thompson, 
2004, p. 332). In other words, John’s quality of threat is gradually intensified through 
the interplay between sound and image.
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John’s image as a killer is also exemplified in the lyrics; in the line ‘Capital J looks 
like a scorpion’, the word scorpion carries a second meaning in Chinese of a femme 
fatale character.^"  ^ Moreover, the image of scorpion is also corporeally-encoded in 
John’s dancing body (which will be addressed in Section 6,2.4), constructing an 
extreme version of violence which is potentially disturbing. According to Hilary 
Neroni, the reason violent women are disturbing is because that they break up ‘the 
symbolic relationship between violence and masculinity’ (2005, pp. 45-6).^^ This 
view reflects the fact that the threatening quality from the violent woman has less to 
do with the depiction of violence itself, but rather its opposite gender position to 
masculinity, a female who symbolically controls ‘the penis’. In Agent J, the sense of 
threat is further intensified taking into account John’s racial / national background as 
an ‘Oriental’ female, who is often stereotyped as being passive and weak (Espiritu 
1997; Nagel 2003). Her threatening image, therefore, is constructed through the 
interplay between sound and image, as well as between various gendered, racialised 
and nationalised signs.
6.2.3 Solo Dance Scenes: constructing an advanced dancing body
Agent J  feedmes John’s two solo dances: the pole dance and the ribbon dance. While 
the pole dance forms a part of her killing mission, the ribbon dance is musically 
situated in the Bridge Section (2:50-2:52), appearing to be semi-independent to the 
story. The scene of the pole dance begins with John’s entrance: she firmly grips the 
pole and quickly bends her upper body towards it, forming a highly sexualised 
posture (Figure 48). This scene is followed immediately with a smooth descent of the 
pole with her body upside-down, her legs spread across the bar, and her hands 
clenching to the pole in front of her crotch (Figure 49).
Author’s translation:
Neroni explained that although violence itself doesn’t entirely make up masculinity, it is also not 
possible to entirely erase violence from masculinity’ (2005, pp. 45-6).
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Figure 48: The Tick’(0.40) Figure 49: The ‘Y’ shape posture (0.42)
Figure 50: Pole dance I: a long take 
(0.54)
Figure 51 : the victim’s neck: an extreme 
close-up (0.50)
/ - I
Figure 52: 180 degree system I (0.59) Figure 53: 180 degree system II (0.59)
John’s first mission of killing is carried out in the middle of her performance of the 
pole dance: her weapon, disguised as her finely-decorated finger nail, is fired during 
her swivelling movement. Highlighted during the promotional period (which will be 
re-addressed later in the section), this dance scene is characterised by a lengthy eight- 
second take (0:46-0:54; Figure 43 and 50), encompassing two and a half lyric lines 
against frequent cuts which characterise most of the music video. This long take is 
interrupted once, showing an extreme close-up of the result of the attack (Figure 51), 
and is quickly cut back to the swivelling movement. Spatially, this movement is 
constantly re-configured with the camera trying to maximise John’s full dancing body 
in the frame through applying a small scale of zoom, to construct a sense of spatial 
continuity.^^
Towards the end o f the turn, John’s knees bend centripetally towards the pole (Figure 50). The bent 
knees echo the word ‘seduce’ in the lyric where the phrase in Chinese literally has a connotation o f
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This continuity is again upheld at the end of the mission where Jolin poses in a leg 
split on the table in front of the dead victim. The camera approaches this scene in two 
shots by utilising the 180 degree film system^^to emphasise the axis of action: the 
centre line between Jolin and the dead man (Figure 52 and 53). According to 
Bordwell and Thompson, this system ensures ‘relative positions in the frame remain 
consistant’ and guarantees ‘consistent eyelines’ (2004, pp. 311-2). By using this 
technique, continuity is ensured and John’s straddle split is emphasised. Moreover, 
the 180 degree system employed in these two shots incorporate different camera 
angles: first, a high angle shot from John’s back shows the male victim’s face in a 
lower position with his head just above John’s splits, raising his head to look at her 
(Figure 52), and the camera then shifts to a lower angle from the back of the victim’s 
head to display John’s full-body splits posture with a gun pointing towards his face 
(Figure 53). When Laura Mulvey, in her seminal article Visual Pleasure and 
Narrative Cinema (1975), points out that film serves an ideological function as to 
objectify women into spectacle for ‘male gaze’, it can be argued that this scene 
provides an alternative way to understand the gaze. With the face of the male victim 
being in a lower position, and John’s gun pointing directly towards his face, he is 
constructed as a powerless, motionless and almost lifeless, object. From the 
perspective of John, it can be argued that this male victim is objectified into spectacle, 
i.e. as the prize of her killing mission, for the pleasure of ‘female gaze’. Therefore, it 
can be argued that the use of the 180 degree film system in this scene highlights this 
‘female gaze’ and thus continues to constructs the idea of power and control as a 
means to emphasise John’s femme fatale image.
The sense of continuity is again highlighted in the ribbon dance, in which she 
performs splits in the air. Musically situated in the Bridge Section (2:50-2:52), the 
ribbon dance, against frequent camera cuts, is characterised by the filmic technique of
‘hook’. Since this movement reduces the width in John’s horizontal expansion, and the camera 
compensates the movement through a zoom-in shot, it re-configures the spatial proportion in the 
presentation o f John’s dance. The zoom-in effect maximises her body into the camera frame and, 
therefore, highlights her dancing body in full.
180 degree film system, according to Bordwell and Thompson, is a continuity approach to editing 
which ‘dictates that the camera should stay on one side o f  the action to ensure consistent left-right 
spatial relations between objects from shot to shot’ (2004, p. 504).
164
Chapter Six
dissolve, constructing continuity by superimposing consecutive shots (Figure 54). 
This sequence is followed by a recurring theme of the pole dance, where the rotating 
movement is again performed (Figure 55). Starting with a rotation of full speed, the 
movement is then mechanically slowed down, enhancing the suspended quality of the 
body. The application of these filmic techniques constructs a seamless and prolonged 
dance experience.
Figure 54: Ribbon dance: the Figure 55: Pole dance II: speed
technique of dissolve (2.32) reduction (2.42)
One of the important features in Agent J  is to showcase John’s dancing ability, 
constructing the idea of difficulty. The difficulty of the dance is constantly referred 
to by Jolin in the promotional video, titled Agent J: Behind the Scene. According to 
Jolin,
I went to London during this New Year and saw the pole in the dance studio.
I think it is fascinating! But it is full of painful experiences because it 
depends entirely on the muscles in the arms [...]. During those days while 
learning the dance, I  fe lt that 1 was crippled on my right-hand side. [The 
same situation happened] in the pole dance [...]. Pole-rotation does not 
depend on your strength [..., but] how you control it. I was very worried in 
London that I was not going to achieve the skills. However, it turned out to 
be satisfactory. I had learnt some ‘small’ techniques as part of the skill in 
Agent
(Apart from Agent J, my emphases).
Dissolve, according to Bordwell and Thompson, is a technique which ‘briefly superimposes the end 
of shot A and the beginning o f shot B ’ (2004, p. 294). In Figure 54, two shots -  a close-up and a 
medium shot o f John’s dance performance — are superimposed.
Author’s translation:
^  ° vcR #
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In this statement, the idea of difficulty has been emphasised for the two solo dance 
sequences -  the ribbon and the pole dances -  presenting these procedures as 
‘advanced’ techniques. Moreover, both dances are also imprinted with foreignness 
(London is twice mentioned). The fact that these two points are emphasised in 
conjunction may be a coincidence. However, a cultural assumption may be revealed 
if the question is asked in a reversed manner: if the aim is to learn the dance 
technique, why choose London, instead of, for example, a southern small town in 
Taiwan where pole dancing on the ‘electronic wagon’ is a famous countryside folk 
culture featuring many professional pole dancing girls? Highlighting London, a 
major ‘powerful’ European city, therefore encourages a link to advanced dance 
techniques, constructing a sense of authenticity to the bodily style. Moreover, the 
choice of London constructs a sense of foreignness which also highlights the logic of 
spectacle. In this vein, the geographical imagination of an ‘advanced’ foreign 
location is corporeally embodied in John’s dancing body. It is a dance of power, in 
the senses of physical ability, technical difficulty, as well as national power in a 
hierarchical international relationship. It complies with the logic of spectacle through 
which John’s dancing body of localism and dullness is translated into 
internationalism and glamour, to be considered by her audiences as genuinely 
spectacular.
The depiction of a difficult technique is, however, visually enhanced by the camera 
and emphasised through editing processes in techniques such as zoom, dissolve and 
slow motion. As I have argued the two solo dances carry embedded corporeal 
assumptions of ‘difficulty’, these special effects highlight and exaggerate John’s 
dancing body to become ‘harder’ and thus more ‘advanced’. I do not intend to argue 
that John’s dance in Agent J  is easy, nor do I question her dancing ability. Rather, I 
attempt to delineate how a dance can acquire extra layers of bodily discourses by 
framing in different contexts and using different filmic techniques. From this
The phenomenon revolving around ‘electronic wagon’ (% 7 -fb $ )  is described by news media in 
China as ‘one o f  the most unique aspects o f Taiwanese culture’ (Liang, 2008), featuring scantily- 
dressed girls performing pole dancing on a converted wagon with spectacular lighting effects. 
Originally forming a part o f  folk culture and appearing mainly in countryside temple fairs, these 
dancing girls, also known as ‘pole dance spicy girls’ ( i l | ^ ^ ^ ) ,  have expanded into the cities, taking 
up venues such as bars, KTVs, beer houses, tea houses and even in front o f ‘betal nut stands’ since the 
late 1990s (S. L. Yu, 2002).
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perspective, it can be argued that the discourses of ‘difficulty’ and ‘advanced’, which 
strongly attach to John’s dancing body, may not be readily self-evident, but are 
carefully crafted inside and outside the music video.
6.2.4 Group Dance Scene: constructing a sexualised dancing body
The Group Dance Scene (1:15-1:34) features John’s dance troupe in black leather 
outfits against strobe lighting, delivering a constant glittering effect through their 
performance. With John at the centre of the formation, they perform in exact 
synchronisation with the music, giving a strong sense of discipline.
The group dance utilises what Susan Leigh Foster (1986, p. 65) terms the mode of 
representation of resemblance in that dance movements resemble the contents of the 
song lyrically and musically. For example, the ‘J’ in the recurrent lyrical line of 
‘Perfect Agent J’ is characterised by a full body display in a J shape: dancers punch 
weightily to one side with their legs heavily stepping in the same direction, 
corporeally embodying the human-sized capital letter ‘J’. Followed by a crotch- 
pushing movement sideways, the ‘J’ posture gives an impression of a scorpion 
pushing the sting into its prey, which, again, reflects the lyrical line: ‘Capital J looks 
like a scorpion’ (Figure 56). From a musical viewpoint, there is a tendency for the 
accentuated sound to be expressed with movements occupying more extensive space 
while a restricted manner is utilised for sounds in lower timbre. In ‘Perfect Agent J’, 
for example, with the singing stressing the first and the last word, the dance 
movements are choreographed to match the rhythm: the weighty punch and the heavy 
stepping match the two stressed words in the first and last sound.
Figure 56: The crotch-pushing (1.29) Figure 57: The scissor-like legs (1.31)
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Moreover, the dancing bodies, through the mode of resemblance, are transcribed by 
the camera, syncopated through the strobe lighting and accompanied by the camera 
movements to match the musical rhythm and highlight the lyrics. The weighty punch 
and the heavy stepping in the lyric of ‘Perfect Agent J’ not merely match the 
linguistic accentuation, but are highlighted through repeated and speedy camera 
zooms in synchronisation with the lights. These camera movements create an 
impression that the punches are delivered against the frame and that the weight of the 
body can no longer be contained, constructing a musically-enhanced corporeality 
which is sexually alluring, powerful and potentially lethal.
This image is corporeally emphasised in the repeated use of a leg striding posture, 
which resemble scissor-like movements, where the dancers’ legs open and close 
continuously, facing straight-on to the camera (Figure 57). This pose with legs 
astride has always been considered, in the cultural context of Taiwan, as having 
sexual implications and is deemed as unladylike.^ ^  Furthermore, against the post-war 
Taiwanese context, the posture is often considered as opposite to the corporeal 
discourses of the military body; it is ‘improper’ and carries a ‘bad girl’ image. The 
choreography of the group dance thus reflects John’s hypersexualised femme fatale 
image as an amalgamation of glamour, sex, power and danger. It translates an 
outdated and obedient teen star, with a rigid body, into a fully matured, sexy, and 
musically-enhanced corporeality, serving a purpose to manoeuvre John’s star image 
towards the logic of spectacle.
6.3 On the road to ‘sexiness’: the mode of internationalism and the paradoxical 
spectacle
Through music video, John’s ‘sexy’ dancing body is constructed according to the 
logic of spectacle in Mandarin pop, updating her early image of ‘cuteness’. This 
corporeal configuration is achieved through a mode of internationalisation of the 
dancing body and through situating this body in a hybridised genre of music film . 
In this process, John’s ‘cute’ image is ‘transformed’ into a ‘sexy’ configuration
The same principle applies in English where Tegs astride position carries a sexual insinuation.
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through a re-articulation of different gendered, racialised and nationalised signs. 
Agent J, in this sense, is arguably a site through which acts of corporeal translation 
take place. Reverting to the diagram of translation, the attempt to internationalise the 
dancing body towards the notion of spectacle can be signified as follow (Diagram 4).
Diagram 4: The diagram of translation: John’s ‘movement’
Geographical imaginations (y-axis) Intermediality (z-axis)
Internationalism
Localism
\Star image 
‘Moveijient’
I
/
/
Gendered representations (x-axis)
‘Cuteness ’ ‘Sexiness
Through the circulation of music video (‘music film’ in this case) in the intermedial 
context, the idea of spectacular ‘sexiness’ is strongly pronounced against other 
possible interpretations. Meanings, in this sense, are constantly in competition, 
fighting to signify the logic of spectacle. The co-existence of different meanings can 
be traced in the official introductory advertising, stating that ‘audiences can see a 
sexy and dangerous Agent J  as well as finding a refreshing and cute Agent I  (iWant 
Radio, 2007, n.p.). In this vein, John’s star image resembles the structure of a pun, 
where different layers of meaning co-exist in an intermedial context. The 
development of her star image, thus, continues to be a punning process, acquiring 
extra layers of meanings to suit different contexts, to maximise popularity and to 
enhance the potential towards spectacle.
Compared with Coco’s ‘sexiness’, John’s Agent J  seems to convey similar 
interpretations. Both of the examples deliver a sense of eroticism through the lens of 
foreignness: the idea of ‘American-ness’ for Coco, and American / European
32
Author’s translation; J ’
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associations for John. In both cases, the star images contain a double meaning. 
While a desexualised ‘sexiness’ is portrayed in Coco’s image, a sexualised ‘cuteness’ 
is articulated for John. However, there are also decisive differences in the direction 
through which the second meaning is assumed. In contrast with Coco’s localisation, 
Jolin is presented through a mode of internationalisation. To comprehend both 
images as puns means that they are both punsters, or poachers, of various cultural and 
corporeal signs, who deploy different modes of punning to interpret the logic of 
spectacle. In return, they attract more attention and become more famous, achieving 
higher ranks of stardom which go beyond national and cultural boundaries.
However, despite the fact that ‘sexiness’ now defines John’s stai* image, this 
representation remains ambiguous: ideas associated with her early image of a ‘cute’ 
and ‘local’ girl, which arose through a lack of charm, constantly re-emerge. In Agent 
J: Behind the Scene, she emphasises the difficulty of the dance techniques by 
showing her failure both in the learning process and in the shooting period. She 
publicly states ‘I am really worried that I am not going to make it’.^  ^ This statement 
is visually accompanied by a clip of her experience in London. While the male 
instructor elegantly performs a full body turn on the pole, Jolin slides down and 
bangs on the floor. In the actual shooting of the ribbon dance, Jolin is shown to be 
reduced to tears of exhaustion. By contrast to Coco’s depiction of ‘sexiness’ where 
confidence is one of the key features, John’s display of failure and her tears seem to 
suggest a care-requiring image which corresponds with the idea of ‘cuteness’. 
Regardless of the public display of weakness and frustration. Agent J  is well- 
responded to by John’s audiences and the demonstration of failure thus could be 
interpreted as an alternative market strategy. Comments of this clip on YouTube are 
in sympathy with John and examples include: ‘we can all see John’s hard work — 
please buy the official CD’;^ "* ‘poor John’; ‘we will all support you’ and ‘I don’t 
really like her but she really worked hard’. John’s construction of ‘sexiness’ is thus 
in constant negotiation with the idea of ‘cuteness’, breaking the genre-defined market 
in order to maximise her popularity.
Author’s translation: ‘ ° ’
"'Author’s translation: 'Jolin ! ! ! ’ All the following comments
are in English.
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The hypersexualised image of Agent J  with an emphasis on sexual charm is also 
compromised in her ‘real’ life. Following John’s one-month French language class 
in the Canadian city of Montreal in 2009, newspaper reports focused on John’s lack 
of romantic encounters during this visit. John is alleged to described her experience 
as follow,
My classmates took me for a 16 year-old and nobody apparently wanted to 
have romantic relationship with a young little girl. There are a lot of people 
asking me for directions on the street, albeit most of them are old ladies and 
gentlemen. I did encounter people who whistled at me when I went to a 
casino. Does this count as a romantic encounter?
(Chiang, Yuan, and Chao, 2009, n.p.)
Aged 29 in 2009 which corresponds to the age range of the category of ‘sexy adults’ 
(25 to 35 years old) in Ling’s spectrum of gendered representations (2005, p. 474), 
John’s statement of being a 16 year-old falls back to the category of underage ‘cute 
schoolgirls’, which has an imagined age range between 13 and 18. Moreover, this 
underage image is constructed as lacking sexual appeal. Indeed, compared with Coco 
and Cyndi, who constantly encounter events where the idea of sex has to be publicly 
denied or justified, John does not seem to have encountered similar incidents. John 
has been associated romantically with a few male stars during her career which spans 
more than a decade, and one of them has been perceived by the media as a public 
embarrassment to her.^^ To the present time, John still receives public good wishes 
from fan clubs in finding a new relationship.^^ In this vein, by contrast to Coco, 
where the idea of ‘sexiness’ is constructed to be a naturalised ‘truth’ and therefore 
needs to be denied or justified, John’s ‘sexiness’ is publicly known by her audiences 
as a media construction with a strong sex-less subtext. It can therefore be argued that 
John’s star image is shuttling between ‘cuteness’ and ‘sexiness’: it constructs a 
confident and hypersexualised image through dance on the music video, while at the 
same time deconstructing it by showing a care-requiring and sexless image through 
articulations in other forms of media. The idea of ‘transformation’, constructed as a
'"Author's translation: '
IJ
The most famous one is Jay Chow, an A-list star in Taiwan. Jolin has only publicly talked about the 
relationship with Chow in recent years and stated that she had ‘hated him for over a year (TVBS 
News, 2010).
"  For example, birthday wishes to Jolin from her fans (may 10 [ID], 2008).
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one-way ‘progress’ from ‘cuteness’ to ‘sexiness’, is therefore not strictly one 
directional; it falls back, contradicts, and questions the very idea of ‘transformation’ 
itself.
This contradiction results in a paradox in the construction of John’s dancing body 
and the authenticity of her image. Taking Agent J: Behind the Scene as an example, 
John’s tears and frustration construct her dancing body as a gradual achievement, 
rather than her ‘natural’ ability. In other words, the video de-naturalises the 
constitutive process of her dancing body, which is arguably one of the major 
foundations to the idea of ‘sexiness’. Therefore, by showing how she gradually 
becomes ‘sexy’ through the acquisition of ‘difficult’ dance techniques, she instantly 
falls into a double bind suggesting that she is not sexy enough, and her dancing body 
is in need of improvement to be more sexy.
John’s in between status leaves her with a lack of a rhetorical trope to defend her 
authenticity, a recurrent theme which may come from either the media or directly 
from audiences. Despite it not being uncommon for pop stars in Taiwan to be 
accused of plagiarism, Jolin is the one who suffers most with the title of ‘queen of the 
copy-cat’ (T. Chao, 2009; Now News, 2009). I do not try to argue that John’s music 
and style are original, nor do I attempt to discuss the complex problems on the 
ownership of cultural property. Rather, I would like to point out the fact that while 
many stars are able to strategically downplay this type of accusation lightly, the same 
rule does not apply to John. For example. Coco replied to a similar criticism by 
saying ‘Come on, I am not interested in old stuff. I will copy something new if I 
must’ (S. Yuan, 2006b, n.p., my emphasis), while Cyndi ‘pouts and says “[please] 
don’t say that I am similar to her [John] anymore’” (Y. C. Chen, 2007c, n.p., my 
emphasis). Both these replies comply with the rhetorical trope attached to the 
subgenre: confidence for the idea of ‘sexiness’ as a method of reassurance and 
innocence for the notion of ‘cuteness’ as a way to arouse sympathy. It can be argued 
that because of the accordance between the genre and the trope, these replies were 
widely accepted by audiences. In John’s case, her image, located in between 
^cuteness’ and ‘sexiness’, rendered her too cute, and not authoritative enough, to be
Author’s translation: gf. ’ “ ’
Author’s translation: ° ’
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able to confidently rebuff the accusation like Coco, yet too grown-up, and not 
innocent enough to pout like Cyndi.
In recent years, however, with John’s star image becoming more established with the 
success of her records and her prolonged career, the intensity of this paradox has 
gradually decreased. This phenomenon demonstrates Charles Hamm’s insightful 
articulation that performers can ‘shape, reinforce or even change genre’ (cited in 
Frith, 1998, p. 94). In John’s case, located between ‘cuteness’ and ‘sexiness’, her 
star image redefines the in-between-ness through her performances. In other words, 
the third subgenre materialises through a compression between the two sides at the 
very moment of performance. Her performance is therefore ‘sandwiched’ between 
the two subgenres through which the third subgenre is now in formation. Reverting 
to the common accusation of plagiarism, John’s success and longstanding career have 
contributed to the construction of her own authenticity. She does not seem to have 
incurred accusations of this kind in recent years and, if one ever arose in the future, 
the figure of speech used in her reply could possibly become a new rhetorical trope 
defining this newly emerged in between style.
Conclusion
Departing from a ‘local’ star marketed under ‘cuteness’ (Section 6.1), this chapter 
analyses how John’s star image has been updated to a ‘sexy’ and ‘international’ style 
through corporeal translation. Taking Agent J  (2007) as an example, I have 
delineated how ‘transformation’ is constructed through the dancing body (Section 
6.2). In this process, the definition of her dancing body is impelled in the intermedial 
context by interplay between gendered representation (‘sexiness’) and geogiaphical 
imagination (American / European associations), often with an embedded temporality 
of progressiveness. Located in the genre of Mandarin pop where the logic of 
spectacle is constructed through the idea of foreignness, glamour and high class, the 
dancing body constructed in Agent J  successfully translates her former star image into 
a spectacular corporeality, which became one of the defining meanings in her current 
star image. In this sense, John’s star image is continuously in a punning process,
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taking the dancing body in the music video as its agent. Deploying the diagram of 
translation, I have illustrated the process of internationalisation and suggest that this 
procedure has highlighted ‘sexiness’ in order to play down the idea of ‘cuteness’, 
updating her star image through shifting focuses.
However, the emphasis of ‘sexiness’ as an ‘acquired talent’ projects a direction from 
‘cuteness’ to ‘sexiness’ through which Jolin is portrayed to be on the way to 
‘sexiness’ and therefore, paradoxically, not yet there (Section 6.3). Her presentation 
of ‘sexiness’ constimcted through a media representation of a dangerous, 
hypersexualised and advanced dancing body therefore exists, paradoxically, with her 
former image of ‘cuteness’ in that her tears and frustration are solicited as a market 
strategy, constructing the second meaning to her star image. Located between 
‘cuteness’ and ‘sexiness’, I argue that the development of John’s star image 
demonstrates the emergence of an in between style, which is impelled by the two 
neighbouring representations. In this process, as Charles Hamm suggests, performers 
occupy an important role, constructing the definition of the genre at the moment of 
performance (cited in Frith, 1998, p. 94). Agent J  (2007), therefore, is one of these 
moments, constructing a part of John’s bodily ‘transformation’ through which the 
meaning of the emerging style is defined.
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Conclusion to Part Two
Starting from the Blackie Show, I have investigated the construction of three dancing 
bodies performed in the show, paying special attention to the medium of music video. 
The scope of this examination, therefore, goes beyond the show itself; it demonstrates 
the performance as one of the platforms through which social, cultural and corporeal 
assumptions are staged and negotiated, and at the same time testifies to the existence 
of a set of collective corporeal knowledges revolving around the idea of spectacle. 
This set of corporeal knowledges is described as ‘natural’ and ‘self-evident’ so that 
anyone who fails to recognise its form is considered out-of-fashion, or elderly 
(‘Everyone in the younger generation knows that’, says one of the Blackie Girls). 
From this phenomenon, in Part Two I have attempted to excavate this collective 
corporeal knowledge and to delineate its constitutive principles. In other words, I 
have analysed the prehistory through which these dancing bodies have achieved the 
status of the spectacular to become representatives of the major modes of production 
and corporeal style in Mandarin pop.
Drawing upon music video analysis (Section 1.1) and the approach of 
cyberethnography (Section 1.3), I have demonstrated three different modes of 
‘movement’ in the development of the image through which gendered, nationalised, 
racialised signs are deployed. These modes are closely-connected with different ways 
in the construction of gendered identity, foregrounding definitions for the three major 
corporeal styles: localisation in Coco’s ‘sexiness’, re-routing in Cyndi’s ‘cuteness’ 
and internationalisation in John’s presentation of ‘sexy cutie’. These ‘movements’ 
manoeuvre the star image towards the historically-informed idea of spectacle in 
Mandarin pop: foreignness, high class and glamour (Taylor, 2008). By positioning 
the word ‘movement’ in inverted commas, I have referred to its double meaning: as a 
physical movement of dancing and as a conceptual movement of the development of 
the star image. In other words, star images manoeuvre through intermedial space of 
the contemporary mediascape through dance, acquiring extra layers of meaning and at 
the same time projecting conceptual movements. In this process, the force of 
movement goes beyond the control of any single party to denote a long term
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interrelationship between individual stars, the music industry and the audiences, 
designating an interactive spectacle at play.
At the moment of performance, the dancing body therefore performatively negotiates 
the meaning of gendered identity, the definition of the corporeal style and the idea of 
authenticity. ‘Cuteness’, ‘sexiness’ and ‘sexy-cutie’ are therefore understood as three 
different modes of production with their corresponding body styles. These different 
gendered modes have a corresponding corporeal stylisation and it is for this reason 
that a dance performance in the Blackie Show can be ‘naturally’ comprehended, 
distinguished and explained through the movement quality per se without the aid of 
choreographic, musical or linguistic signs. What the stars’ dancing bodies 
demonstrate at the moment of performance is therefore a process of triple 
performativity in action, manoeuvring the corporeality towards the logic of spectacle, 
to be considered as ‘naturally’ and ‘self-evidently’ spectacular.
The fact that corporeality is performatively constructed indicates that the performing 
moment is ambiguous and, in order to wrestle with these unsettled meanings, two 
theoretical models are utilised: the diagram of translation, derived from Redfern’s 
theory of pun (1984, Diagram 1) and Roland Barthes’ system of sign (1972, Table 3).
I have suggested that these two models provide a set of theoretical phrases to nuance 
the idea of ‘movement’. Starting from Barthes’ theory, which represents the 
narrowest scale, signs are appropriated and articulated through the dancing body; the 
notion of ‘movement’ designates methods through which the process of signification 
is actualised. Taking the sign as its basic element, this process is, using Stuart Hall’s 
words, a procedure of articulation (Grossberg, 1996, see Chapter 2). The ‘movement’ 
therefore means ways of articulation. On a wider scale, proposed by Hall, the 
repetition of this process, the re-articulation or re-signification of signs, is a process 
of translation. Taking Bhabha’s notion (1990, see Chapter 2) to comprehend 
translation as an act of displacement, the concept of ‘movement’ denotes translational 
strategies through which corporeal discourses are loosened, preparing the condition to 
be re-articulated. On the widest scale, the above ‘movement’ results in a star image 
with extra layers of meaning constantly being articulated at the moment of 
performance, thus creating a punned corporeality. The idea of ‘movement, therefore, 
signifies modes of manoeuvring in an intermedial space. The three modes of
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‘movement’ analysed in this part are therefore different modes of manoeuvring, 
strategies of translation, ways of articulation and methods of actualisation. Through 
these conceptual ‘movements’, the three star images traverse the ‘room’ in the 
diagram of translation and in the process of signification through physical 
‘movement’ as a means to embody the logic of spectacle. To a certain extent, stars 
can thus be comprehended as corporeal translators, or bodily punsters, in that they 
contribute to a meaning-creating process with various, often contradictory, 
connotations materialised, united and naturalised through their dancing bodies.
However, despite the three star images having similar punned structures, they are 
nevertheless comprehended through a hierarchical form. While Coco’s dance of 
‘sexiness’ is performed with a punchy movement quality that is most direct in space, 
strongest in weight and quickest in time, Cyndi’s dance, commonly labelled as 
‘cuteness’, is performed with a flicking quality, which is indirect in space, light in 
weight and quick in time. The dance performance of Jolin, often promoted with a 
hybrid form of ‘sexy cutie’, is reproduced with an intermediate quality between 
Cyndi and Coco. In this sense, the corporeal hierarchy demonstrated in the Blackie 
Show takes Coco’s ‘sexiness’ as the highest form, followed by John’s ‘sexy-cutie’, 
and then Cyndi’s ‘cuteness’.
This hierarchy seems to have resulted from the negotiation of the three star images 
and is thus intricately linked with their different modes of ‘movement’. In other 
words, while the corporeal configuration is constructed through bodily movement, it 
propels a conceptual movement in the development of the star image, as well as 
negotiating a physical ‘niche’ in the corporeal hierarchy. Thus, I propose a 
comparison of the three diagrams established in each chapter. However, before 
starting the comparison, I will first signify the logic of spectacle in relation to this 
diagram (Diagram 5).
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Diagram 5: The logic of spectacle in the diagram of translation
Geographical imaginations (y-axis) Intermediality (z-axis)
Internationalism
Localism
Gendered representations (x-axis)
‘Cuteness ' ‘Sexiness ’
In the axis of gendered representations (x-axis), while ‘cuteness’ as a mode of 
production has an age limitation and needs to be transformed to other modes (Yuan, 
2010), ‘sexiness’ is often seen as a final mode of representation in Mandarin pop. In 
the spectrum of geographical imaginations (y-axis), with foreignness forming the 
logic of spectacle, internationalism is considered as having higher cultural currency 
than localism. In this sense, while Area A and Area B signify internationalism, the 
idea of spectacle is most enduring in the modes of production of ‘sexiness’, i.e. Area 
A. Taking this principle into account, the three modes of ‘movement’ can be 
signified as follow (Diagram 6).
Diagram 6: The ‘movement’ of the three star images: a comparison 
Geographical imaginations (y-axh) Intermediality (z-axis)
Internationalism
Localism
Coco: localisation 
/
/
loliiîî ^ erngfionalism 
/^•yndi-î-re-rmiting
Gendered representations (x-axis)
‘Cuteness’ ‘Sexiness’
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In this chart, the corporeal hierarchy is arguably a result of the negotiation of different 
bodily ‘movements’ in an intermedial context. In Coco’s case, while her Chinese- 
American identity is highlighted in her presentation of ‘sexiness’ (Area A), there is 
an attempt to localise her image into the social, cultural and political context of 
Taiwan, resulting in a paradoxical presentation of sex-less ‘sexiness’ (A to C). In 
John’s example, starting from a ‘local’ star (Area C), there is a significant attempt of 
internationalisation (C to A). In Cyndi’s example, presented through a deeply 
Japanised idea of ‘cuteness’ (Area B), there is a process of localisation and re-routing 
to comply with local cultural and political sensibilities (B to C). These different 
modes of ‘movement’, therefore, negotiate a corporeal hierarchy at the moment of 
performance, taking sexy internationalism as the highest form (i.e. Coco), followed 
by a hybrid form of an trans-local ‘sexy-cutie’ (i.e. Jolin), and then a less 
internationalist presentation of ‘cuteness’ (i.e. Cyndi). The three dancing bodies, in 
this sense, are sites where socio-cultural discourses intermingle and negotiate. 
Characterised by multiple, and constantly expanding, meanings, these bodily 
configurations are major corporeal fields with their embedded cultural discourses and 
politics being translated in, and naturalised through, different modes of ‘movement’, 
creating various forms of corporeal myth. In this process, different bodily 
configurations interact with each other, forming a corporeal hierarchy with its 
constitutive signs constantly in competition. These different modes of movement, 
which are also known as methods of actualisation, ways of articulation, translational 
strategies or modes of punning / manoeuvring, result in different constructions of the 
star image, and compel a corporeally-informed hierarchy.
Most importantly, each of the above ‘movements’ is theoretically characterised by its 
propensity towards histoiy (Part Two Introduction). The force of punning translation 
is therefore fundamentally a historical force. In the case of the star images of Coco, 
Cyndi and Jolin, and their negotiation of tie  corporeal hierarchy, the force of punning 
translation characterises their ‘movements’, both physically as dance performances 
and conceptually in the development of their images. The development of star 
images and corresponding dance styles thus forms a part of contemporary history, 
which is performatively constructed at the moment of dancing. Performed in the 
Blackie Show, the hierarchy of the body, impelled through different forms of 
‘movement’, can therefore be argued to have tacitly characterised collective corporeal
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knowledge, taking Mandarin pop’s logic of spectacle as its prime constitutive 
principle.
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Introduction to Part Three
Through a three-part analysis of the stars in Part Two, I have delineated different 
models through which gendered identity is materialised, the meaning of corporeal 
style is defined and the authenticity of their star images is achieved. Continuing to 
engage with the model of triple performativity, in Part Three, I switch to the other 
two sides of the model -  imitation and parody -  by focusing on one of many youth 
subcultural trends in Taiwan, the practice of huso.
Kuso, as a term, is a neologism which entered the linguistic landscape in Taiwan in 
the late 1990s with the increasingly influential Japanese popular culture (I. Lee, 2003). 
The term originates from a minor swear word, ‘shit’ (< M); yet has lost its
vituperative correlation in the process of translation. In the Taiwanese context, kuso, 
in most cases, is translated as parody, despite in actual usage the term being 
vacillatingly used in different syntactical functions: as a noun, the term is shuttled 
between ‘reckless doings’ or ‘parody’; as an adjective, it denotes either ‘hilarious’ or 
‘parodie’; and as a verb, it designates ‘to muck up’. In general, kuso refers to 
different forms of remade works which have the potential to arouse laughter (I. Lee, 
2003) with its meaning reflecting Immanuel Kant’s view in that it is caused by ‘the 
sudden transformation of a strained expectation into nothing’ (cited in Redfem, 1984, 
p. 56). From Japan to Taiwan, the mutation of t e u ’s meaning suggests a process of 
displacement in the procedure of translation, reflecting what Lydia Liu (1995) termed 
as ‘translingual practice’. In this process, cultural practices have arguably played an 
important role in that equivalence between two terms in different linguistic systems is 
established and naturalised. Meanings are therefore context-specifically ‘determined 
by the users of the host language’ (1995, p. 60); the act of translation is thus not 
merely a neutral event untouched by political and ideological power, but ‘the very site 
of such struggles’ (1995, p. 26).
In the case of kuso, displacement in the translingual practice takes two forms: 
morphological and semiotical. From a morphological perspective, kuso is a 
romamsation of Japanese hiragana syllabary "  ^ which also carries its own kanji
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form (Chinese character) in contemporary Japanese, ‘M ’. However, through a 
translingual practice hiragana and kanji give place to English; and kuso, in a 
Taiwanese context, is most commonly written in Latin characters despite not being 
(yet) an English word. From a semiotic viewpoint, the original connotation of ‘shit’ 
in Japanese is lost in the translational process and, through local cultural practices, 
kuso in Taiwan is vacillatingly understood. Despite most commonly being written in 
English, kuso can also be re-translated into the Chinese character system as 
which is the phonetic translation of kuso; ‘ 0  #  ’, the literal translation of 
‘deliberately mucking up’ or the literal translation of ‘fun making’ (I. Lee,
2003). Since kuso's kanji form is also commonly used in contemporary Chinese 
carrying the same meaning as in Japan, it can be argued that the morphological 
displacement foregrounds the semiotic dislocation, allowing new meanings to 
materialise. In other words, it is precisely through abandoning the kanji form that the 
meaning of ‘shit’, which is strongly attached to the Chinese character, is loosened, 
creating ‘room’ through which new meanings can be manoeuvred into existence. 
Moreover, by using English, the term creates a sense of foreignness in Taiwan, 
despite being unclear whether this foreign origin means Japanese, English, Japanese 
en route to English or vice versa. In short, the use of English obfuscates the route of 
translation and, therefore, further complicates, expands, and befogs this conceptual 
‘room’. The entangled etymology of kuso means that the new meaning formed in 
Taiwan is ambiguous, loosely-defined, context-specifically understood and is often 
not uniformly agreed.  ^ As a neologism, the meaning of kuso seems to be still 
developing, and is therefore located in a half-way process between guest language 
(Japanese) and host language (Chinese) in that ambiguity is encountered and 
differences are fought out. The meaning of kuso, in this sense, is performatively 
constructed through various cultural acts.
The ambiguity of kuso is further compounded if its embedded theoretical complexity 
is taken into account. First, its vacillating referents ranging from copy and repetition 
to imitation and parody and I will here refer to these remade works with an equally- 
vague term of ‘mimesis’. Second, the relationship between producer and receiver in 
the process of definition. In remade works, kuso often attempts to loosen the already
For example, videos labelled as kuso by some online audiences can easily be repudiated by others.
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articulated signs, disrupt the process of signification, and disturb the logic of 
spectacle, indicating a process of resignification. In other words, when Barthes 
argues a process of signification through which the system of language is transformed, 
through distortion, into the system of sign (Table 3), what the process of 
resignification seems to indicate is the existence of the third order semiological 
system, the system of mimesis. In this system, sign in the system of myth is being 
reduced to a mere signifier, to be maximised, drained and distorted following the 
logic of laughter. In this vein, the conceptual chart of kuso, as mimesis, can be 
remapped by adding an extra tier of mimesis to Barthes’ two-layered configuration 
(Table 6).
Table 6: The system of mimesis
Language 1. Signifier 2. Signified
MYTH
3. Sign 
I. SIGNIFIER II. SIGNIFIED
III. SIGN
Mimesis i. Signifier a. Signified
Hi. Sign
Reverting to Barthes’ much-cited example of a saluting Negro boy in French uniform, 
the meaning of French imperialistic discourses (SIGNIFIED, Stage II) is embodied 
through transforming the status of the boy from Sign (Stage 3) to SIGNIFIER (Stage 
I). If this image is to be remade into kuso subculture, the whole image, with its 
embedded cultural discourses, is likely to be reduced and distorted to be the Signifier 
(Stage /) to serve a purpose to signify laughter, the Signified (Stage ///). In the case of 
the three pop stars, while their dancing bodies are naturalised to embody the logic of 
spectacle, representing a corporeal version of myth (Stage III), their dancing bodies 
are, in kuso subculture, used as a Signifier (Stage /) to serve the purpose of fim- 
making, the Signified (Stage //). These two systems, therefore, operate in different 
logics: the logic o f spectacle in myth and the logic of laughter in mimesis.
To focus on the third order of mimesis itself, the ambiguity embedded in kuso is 
further elaborated by taking into account the theoretical complexity, which, 
eventually, directs it towards the relationship between the producer and the receiver.
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The complication can be viewed from the following two theoretical directions, semi- 
independently developed yet both directed towards the producer / receiver 
relationship: first, the modem definition between parody and imitation; and, second, 
the aesthetic history of mimesis. In the first direction, modem theorists tend to insist 
that parody is distinguishable from imitation, despite conceding that it is a vague 
phenomenon (Hutcheon, 1985; Müller, 1997). While Linda Hutcheon argues that 
parody is characterised by ‘ironic inversion’ (1985, p. 6), Margaret Rose defines the 
term as ‘comic refunctioning of performed linguistic or artistic material’ (1993, p. 52). 
However, what it means to be ‘ironic’ or ‘comic’, which characterise the two theories, 
depends more on the receiver perception, be it audience comments or scholarly 
definitions, rather than the intention of the author. Therefore, parody is often context- 
specifically understood, subject to different interpretations according to personal taste, 
socio-cultural discourses and historical context. This phenomenon is also reflected in 
kuso in that audiences often argue about the meaning of the term, which vacillatingly 
shuttles between imitation and parody.
In the second theoretical direction, the modem theory of mimesis also notices the 
importance of the receiver. Mimesis, derived from the Greek with a meaning of ‘to 
imitate’ (Pavis and Shantz, 1998, p. 213), has continuously been re-engaged as one of 
the central issues in Westem philosophy (Maran, 2003, p. 194). However, with its 
long conceptual history, mimesis, like parody, ‘has never actually been a determined 
and clearly definable concept’ (Maran, 2003, p. 193).  ^ To view the genealogy of the 
concept from a longue durée perspective, there was a change of paradigm in the 
eighteenth century. Through the works of Lessing and Rousseau, mimesis was 
transformed from ‘the imitation of (empirical and idealized) nature’ to ‘an assertion 
of individual creativity’ (Puetz, n.d., n.p.). In other words, when Ame Melberg 
defines mimesis as the meeting place for similarity and difference (1995, p. 3), there 
is a shift of focus in its modem theoretical development to highlight difference. 
However, similarity and difference can only be distinguished through the perspective 
of the audience. Indeed, according to Timo Maran, the idea of difference ‘can appear 
only if interpretation of the mimic has been carried out by the receiver ; mimesis
The uncertainty which characterises this term had already been reflected in Plato s theory. According 
to Ame Melberg, Plato’s mimesis is ‘a movable concept’ in that ‘every effort to make it reasonably 
unambiguous would be a betrayal o f that floating ambiguity’ (1995, p. 18).
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therefore cannot acquire its full mimeticity before being perceived as such by the 
receiver’ (2003, p. 207). Mimesis, with its genealogy ambiguously overlapping with 
the distinction between imitation and parody made by modem scholars, is, in Maran’s 
view, indefinable without the audience. Its ambiguity, in the modem cultural 
landscape, is thus further strengthened by taking into account multiple, heterogeneous 
and often transnational audience perceptions, compounding the already ambivalent 
cultural phenomenon. For this reason, the idea of mimesis largely overlaps with the 
use of kuso in Taiwan.^
As a product of translation, kuso in Taiwan is thus ambiguously and performatively 
constmcted by the local user at the moment of cultural practice with its embedded 
theoretical complexity arising from its connection to mimesis, imitation and parody; 
kuso’s ambivalence is further exacerbated by multiple audiences’ perspectives. In 
order to explore this vague, unsettled and floating realm, I choose to analyse six 
videos, based on the stars discussed in Part Two. Commonly labelled as kuso, these 
videos are generally referred to as ‘fan videos’. From different theoretical 
perspectives, the aim of this part therefore can be rephrased differently. From the 
approach of fan studies, I set out to explore different methods through which the 
audiences ‘use their plundered goods’: from the perspective of the sign, I delineate 
possible ways through which the process of signification is actualised; from the 
perspective of translation, I set out to analyse different translational strategies; and, 
from the perspective of pun, I attempt to investigate different modes of punning / 
manoeuvring. This analysis serves the purpose of exploring the way the audiences 
displace, contest and reinvent the cultural discourses and politics configured in stars’ 
dancing bodies through acts of imitation, parody and mimicry.
Through six selected videos, I will demonstrate different modes through which 
cultural discourses and body politics can be suddenly displaced. Centring on the idea 
of displacement, these modes include — but are not limited to — interruption, 
generalisation, exaggeration, hybridisation, localisation, re-routing, and (re-)recycling.
Despite the word kuso being most closely related to the idea o f  parody in translation, the scope o f its 
vast interpretative potential is more aptly reflected in the equally-ambiguous meaning o f mimesis. 
However, I do not claim to have provided an exact translation o f kuso in English, not do I imply that 
kuso is fiilly translatable by a Westem episteme. Rather, through mapping its conceptual boundary, I 
hope to develop a set o f  theoretical phrases which will facilitate future discussions on kuso.
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In this process, the idea of movement’ is pivotal to the pun in that the second 
meaning ‘rotates around the first one’ (Redfem, 1984, p. 23). Different 
manifestations of displacement therefore demonstrate the way through which the 
dancing body is in ‘motion’: the body uses movement, often in the form of 
choreography, to rotate, twist or turn the ‘original’, creating ‘room’ through which 
other meanings can be manoeuvred into existence, visually and musically. However, 
by contrast to the three case-studies analysed in Part Two with one major mode 
characterising the construction process of each star image -  localisation for Coco, 
internationalisation for Jolin and re-routing for Cyndi -  the six kuso videos feature an 
asymmetrical mixture of modes, testifying to their experimental n a t u r e . I n  other 
words, audiences, like punsters, try in different ways, at the moment of performance, 
to twist cultural discourses articulated in the target video. This experimental nature 
indicates that the above strategies do not conform to rigid rules, and are subject to 
constant mutation, reformulation, and reinvention. The dancing body in the kuso 
videos is therefore performatively constmcted to strategically disarticulate the 
targeted bodily configuration; the modes of displacement are thus constantly being 
tested, altered, expanded or abandoned.
The six case-studies will be analysed following a rationale through which the 
‘original’ work referred to will be contextualised into the development of the star 
image as a means to introduce the analysis of the kuso video. I pay special attention 
to different modes of ‘movement’ through which the video producers, like punsters, 
use bodies to manoeuvre through the dominant constmction of dancing bodies in 
order to create extra layers of meaning. These six case-studies are arranged 
thematically according to the targeted star following the chronological order of the 
referred works. In the case where two kuso videos refer to the same music video, the 
order will be loosely determined according to the sequence of the Internet circulation. 
As all kuso videos are created to serve a parodie effect to a certain extent, the 
chronological order chosen in this part serves a function of providing a panoramic 
view, albeit synecdochical, of the development of the star image at different stages.
For instance, a Mandarin song may be interrupted by a telephone conversation using slang in dialect 
(see Section 7.1). In this example, the targeted video is displaced through mixed strategies. While the 
music flow is interrupted by conversation. Mandarin is displaced by dialect, and the use o f slang 
localises the sense o f  foreignness embedded in Mandarin pop.
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Before commencing the analysis, I would like to point out that the choice of the case- 
study may appear unbalanced for while there are three examples applicable to both 
Jolin and Cyndi, there is no kuso video analysed with Coco as the subject. This 
unbalance seems to reflect the uneven distribution of remade videos. Considerable 
research indicated that there are only a few examples involving Coco as a subject, 
compared with a large selection based on the other two stars. Moreover, Coco’s kuso 
videos seem to focus only on her singing, rather than her dancing. Considering the 
fact that Coco has a longer and still active career, producing more music videos than 
other two stars and that she is famed for her dance, the lack of kuso video based on 
her dancing seems to be strikingly odd. Reflecting on this remarkable omission, the 
videos analysed in this part are listed below (Table 7) and I will return to investigate 
this noticeably curious phenomenon in the conclusion.
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Chapter Seven
7.1 Localising internationality: Dancing Diva (2006)
Dancing Diva (2006), Jolin’s eighth album, was an award-winning commercial 
success,^ characterising the continuous media construction of ‘transformation’ (see 
Section 6.1). This theme updates her ‘cuteness’ to ‘sexiness’, translating her 
corporeal configuration towards the logic of spectacle (see Section 3.5). In this 
process, dance played a significant role, and music video became one of the key sites 
through which a spectacular dancing body was articulated and its politics of the body 
reconfigured. With a highlight on dance technique and an emphasis on 
internationalism, the music video of Dancing Diva is one of the important landmarks 
in this ‘transformation’ (Figure 58).
However, with the prevalence of kuso, the music video has been subjected to parody, 
and Brewing Dance is one of these examples (Figure 59). In this section, I delineate 
different strategies thi'ough which the ‘original’ is intentionally displaced through a 
hybrid process of punning, linguistically, musically and corporeally. These strategies 
include exaggeration, hybridisation, and interruption, which will be analysed 
following the highlighting of some key aspects which characterise Dancing Diva.
Figure 58: Jolin: Dancing Diva 
(2006)
Figure 59: Kuso: Brewing Dance 
(2006)
Featuring group dance and a solo performance, the use of dance characterises 
Dancing Diva throughout the promotional period. Titled ‘light wave dance (y t/^ ^ )?
' Released by EMI Capitol, it achieved a record sale o f two million copies in Asia (Editor in YesAsia, 
2006), as well as winning a Golden Melody Award ( ^ @ ^ )  to become one of the best-selling albums 
of that year.
189
Chapter Seven
the group dance, performed by eight female dancers, incorporates curving movements 
(Figure 60 and 61) and acrobatic elements (Figure 62 and 63). Led by Jolin, they 
dance against a desert background; all of them are styled in bikini tops, tight black 
trousers and tasselled belts. Highlighted through camera framing, the curving 
movements are articulated through the twisting of the wrists, the parallel undulating 
arm waving (Figure 60), chest pumping, bottom rocking and waist twisting. Further 
development produces a stylisation of a full bodily ‘wave’, where the dancers’ bodies 
silhouetted with their curving contours being highlighted (Figure 61). The movement 
quality delivered through the dancing body is, in Laban’s term, light, direct and slow 
with, for example, hands and arms, presenting a gliding quality; however, it is 
interwoven by a punchy quality, constructing a sense of explosive body energy. 
From the stylisation of the dancers to the use of the contexts and the emphasis on a 
curving body, the scene constructs a generalised sense of exoticism. It creates a 
cultural imagination which has an association with the Middle East and India, linking 
John’s dancing body coi*poreally into belly dancing ‘traditions’ and other hybridised 
folk dance forms.
Figure 60: Jolin: hand ‘wave’ (0.47) Figure 61: Jolin: body ‘wave’ (1.03)
Figure 62: Jolin: leg splits (2.26) Figure 63: Jolin: ribbon dance (2.45)
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Despite this constructed cultural imagination, the ‘origin’ of the dance, according to 
its choreographer Sheng-Feng Chang comes from Japan. Described in the
press as ‘one of the most trendy dances from Japan, fusing Middle Eastern dance 
style, reggae and hip-hop’ (C. M. Chao, 2006a, n.p.),^ the Middle Eastern context 
enters the field of Mandarin pop through Japan. With Mandarin pop building its 
industrial foundation on Japanese popular culture in the 1980s (Iwabuchi, 2002), and 
with foreignness being its logic of spectacle (Section 3.5), the stress on its Japanese 
‘origin’ reiterates what has been considered as spectacular. The corporeal discourses 
of foreignness and powerfulness are further complicated by highlighting the notion of 
difficulty. In the same piece of news, John’s reaction to the dance when she first saw 
the demonstration was described as ‘amazed with shock’, stating, ‘isn’t this a little bit 
too hard?’^
The concept of difficulty was further elaborated by highlighting John’s solo 
performance of an acrobatic ribbon dance (Figure 63). Located in a digitally- 
constructed background, the monolithic structure contributed to a sense of mythical 
and ancient civilisation, re-addressing Middle Eastern and Indian images. These 
references highlight what Rey Chow (1995) has proposed, through an analysis of 
contemporary Chinese film, a notion of primitive exoticism. Through primitivising 
‘others’, the ‘original’ signifying systems are translated to ‘become modernised and 
high-tech’d’ (Chow, 1995, p. 20). Chow argues that modernisation is achieved 
paradoxically through a self-depiction of ‘others’. Reverting to Dancing Diva, the 
internationalism constructed in the music video seems to go beyond a simple 
referencing to foreign countries. Rather, it can be argued that it serves a purpose of 
modernising John’s star image through depiction of the mythical past. In other words, 
by showcasing ‘difficult’ dance techniques in the primitivised contexts, John’s 
dancing body corporeally translates her star image into spectacle. Through these
 ^Original in Chinese: ’ Jolin &  MTV ’ S
° Hip-Hop = '
The press further described how Jolin was persuaded to leam the dance, the fiiistration she 
encountered during the learning process, and the way she finally managed to achieve a satisfactory 
result. Original in Chinese: °
? J Jolin — :
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bodily articulations, the idea of foreignness, the concept of power and notions of 
difficulty are integrated, to be animated and highlighted at the moment of 
performance.
Based on John’s Dancing Diva (2006), Brewing Dance remains closely related to, yet 
at the same time intentionally retains a critical distance from, the ‘original’. From the 
perspective of resemblance, the similarities between the two videos are presented 
through the structure of the videos, the camera movements, the framing of the shots, 
dance movements, and the designs of costume and background. To begin with, the 
introductory title page (Figure 59) resembles the opening of John’s Dancing Diva 
(Figure 58) by providing similar information, through the framing of the shot, and by 
the use of the trope of primitive exoticism. Moreover, the opening scenes 
immediately following are meticulously simulated with hands gliding through water 
drops in slow motion in extreme close-up (Figure 64 and 65) and a medium shot of a 
gripping hand (Figure 66 and 67). Styled as an Indian dance, the kuso version adopts 
computerised images with phallic symbols and Indian deities, suggesting similarities 
to the trend of psychedelic trance. Most significantly, from a movement perspective, 
John’s performance is closely replicated structurally as well as choreographically. 
While the kuso performer is digitally multiplied through computer simulation, 
creating a ‘troupe’ to match John’s dance group, John’s acrobatic ribbon dance is also 
reproduced in the kuso version by the use of a long scarf. The deployment of these 
two dance pieces structurally follows the ‘original’. When Redfem argues that puns 
are ‘turns on words’ in that the second meaning ‘rotates around the first one’ (1984, p. 
23), the construction of the opening scence of Brewing Dance shows how the 
‘original’ can be distorted through camera movements, filmic techniques and body 
articulations, creating a punned performance.
Figure 64: John: hand gesture I Figure 65: hand gesture I
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Figure 66: Jolin: hand gesture II Figure 67: Kuso: hand gesture II
However, regardless of these attempts to simulate the ‘original’. Brewing Dance's 
intention of displacement nevertheless strongly characterises the video. In the title 
page (Figure 59), the performer is revealed to be a man in drag, displacing John’s 
construction of femininity. Moreover, the name and the song title are composed of 
linguistic puns, and the promotional phrases are presented in an exaggerated manner. 
Both John’s Chinese and English names and the title of the song in the kuso version 
are re-translated, or phonetically re-arranged, providing classic examples of punning. 
While John’s English name is phonetically re-translated to denote a meaning of 
‘saving you’,^  her Chinese name is homophonically re-arranged into a non-existent, 
and nonsensical, phrase with the same pronunciation.  ^ Through homophonie 
translation, the title of the song is also transformed into a non-existent phrase of 
'Brewing Dance'J In this sense, John’s identity and the naming of the work become 
centres where the ‘original’ meanings are displaced and where sense and nonsense 
contest. These displacements unsettle the construction of John’s femininity and 
undermine a coherent reading of an image.
In the articulation of promotional phrases, the introductory title page exaggerates the 
promotional purpose of the music video by stating, in various vivid colours, the 
record sales and various freebies, including a traffic map of Taipei and four vouchers
Linguistically, there is a significant difference between Chinese and English in that Chinese is 
monophonic in principle, which easily results in confusion and misinterpretation. According to 
Encyclopaedia Britannica, ‘the fact that each graph had a monophonic pronunciation in a given context 
created a large number o f homonyms, which led to misunderstanding and confusion when spoken or 
read aloud without the aid o f the graphs’ ( ‘Chinese Literature’).
 ^John’s English name has been separated into ''jo-lin' to be re-translated phonetically into jiu-nin  to 
mean a Chinese phrase o f ‘saving you’ ( ‘# # ’).
 ^John’s Chinese name I-lin Tsai (‘# f ^ # ’) is homophonically re-arranged by deploying different 
words, resulting in a nonsensical version o f w i t h  the same pronunciation.
 ^See note 2 in the Introduction to Part Three.
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for roast duck meals. Moreover, the use of colour and layout gives a gaudy 
appearance, and the content of the freebie suggests a sense of localism. These two 
aspects intentionally contradict John’s spectacular image where foreignness, high 
class and glamour are advanced (see Section 3.5).
With the progression of the kuso video, the trope of displacement is further expanded 
through modes of exaggeration, hybridisation and interruption. In the first mode, 
exaggeration, the movement quality is exaggerated through a put-on girlie manner, 
interlaced with chaotic jumpy movements and pretentious grimaces. Reverting to the 
‘original’, in one scene towards the end of the first verse, for example, the camera 
alters the perspective from a close-up of John’s paiallel hand movement to a full- 
body movement in medium long shot. This switch coincides with a change of 
movement quality: John’s gliding hand suddenly shifts towards a powerful quality 
where she pushes her bent hands forcefully backwards (Figure 68). This sudden 
change in movement quality constitutes a sense of explosive bodily energy, organised 
and controlled, contributing to the construction of ‘transformation’. However, in 
Brewing Dance, the contrast is disrupted: a put-on girlie manner with the male 
performer playing coquettishly with his translucent veil is replaced by a disordered 
hop in medium long shot with his mouth wide open (Figure 69), contradicting John’s 
depiction of explosive bodily energy.
Figure 68: John: arm posture (0.48) Figure 69: Kuso\ arm posture (0.46)
In Brewing Dance, the performer also lip-synchronises the lyrics in an exaggerated 
manner, providing moments of overdramatisation and dis-synchronisation, which 
characterise the video. Carol Vemallis, in the study of music video, points out that 
the slight shift between an exact match and a delayed lip-synchronisation can create
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‘a rhythmic feel and become distinctive in their own right’, resulting in a ‘visual and 
auditory blur’ (2004, p. 55). The exaggerated dis-synchronisation presented in 
Brewing Dance detaches the visual from the auditory, revealing the articulation 
between sound and image as an artificial process. From the title page to the 
movement quality and the lip-synchronisation. Brewing Dance intentionally exercises 
a hyperbolical mode of articulation, imitating the original in a mischievous, 
displacing sense. Centred on John’s dancing body, the exaggerated translation 
parodically puns a dominant corporeality through repetition.
Hybridisation, the second mode of displacement, is most famously argued in the field 
of literary theory by Mikhail Bakhtin as ‘a mixture of two social languages with the 
limits of a single utterance’ (1981, p. 358). Extending Bakhtin’s theory to the 
corporeal field, a hybridised body suggests two dance styles within the limit of one 
single dancing body, and I argue that the dancing body in Brewing Dance is one of 
these examples. In the extreme close-up of the hand gesture (Figure 64 and 65), for 
example, while John’s hand is shown to travel across the scene slowly in a relaxed 
manner, this scene in the kuso version is translated corporeally into a gesture where 
the four fingers on the left hand combine in the upright manner joining the thumb, 
forming a rigid triangular shape. This cuneiform gesture used in the kuso video 
comes from the movement vocabulary of the peacock dance, a Chinese folk dance 
form, denoting the head of the bird; yet, through the camera framing of the rigid 
wedged-shaped hand, the gesture assumes a corporeal similarity with John’s gliding 
hand. From this connection, there is a mixture of different movement styles and 
opposite movement qualities presented within the limit of a single gesture. Brewing 
Dance is, in this vein, re-routing John’s dancing body through a superficial detour via 
Chinese folk dance forms and Indian mythical contexts, impelling a process of 
corporeal hybridisation.
Most importantly, located in a mystical ‘past’, the kuso version is constantly being 
interrupted, both visually and aurally, which is the last major mode of displacement. 
From a visual perspective, contemporary images such as orange juice, Japanese 
comic scenes and X-ray pictures are tacitly recycled to form the visual landscape of 
the video. In the image of orange juice, the picture of the bottle, with a Chinese label 
clearly visible, appears in synchronisation with the lyrical line the ancient and
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mysterious water in the river of Ganges’ (Figure 70). By using modern everyday 
images, Brewing Dance disrupts the construction of primitive exoticism, forcefully 
inserting contemporary scenes into the visual flow. From an aural perspective, acts of 
interruption are literally embodied in a phone conversation which takes place in the 
middle of the song. With the ringing tone of a mobile phone, the male performer 
struggles to find the phone, which turns out to be located in his ‘bra’. The song 
sharply fades away at the moment he picks up the phone, forcing the audience to 
listen to his conversation. He curtly replies in Taiwanese (Figure 71), rekindling the 
low-class and uncivilised image historically attached to the dialect (see Section 3.2),
Hello. What for? [talking angrily] Fm singing! [stops a while, in a calmer 
tone] Oh, stewed mince on rice, [stops a while] Wait! Plus a piece of fish 
maw [licking lips with his tongue and at the same time showing a cheeky 
smile]
The music and the dance resume after the phone conversation as if nothing had 
happened. In this sense, interruption happens musically, linguistically, as well as 
corporeally: the music is halted by the telephone conversation; the soundscape of a 
Mandarin song is discontinued by the conversation in Taiwanese; and the dance 
movement is replaced by a quotidian standing posture. Through the phone 
interruption in that the official language is suddenly switched to a dialect, the idea of 
spectacle constructed through John’s dancing body is contradicted: sophisticated 
linguistic articulations are altered by a coarse retort, spectacular dance display is 
transformed into an everyday posture, and foreignness becomes decidedly local.
Figure 70: Kuso: orange juice (0.31) Figure 71 : Kuso: telephone 
interruption (1.59)
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Through these three major modes of displacement -  exaggeration, hybridisation, and 
interruption -  Brewing Dance localises the project of internationalism constructed 
through John’s corporeality. From the exaggerated title page, to the hybridised 
dancing body and telephone interruption, the kuso version constantly re-addresses the 
local, the mass and the quotidian. Brewing Dance disturbs the construction of 
primitive exoticism, disrupts John’s translation of a spectacular internationalism, and 
interrupts her body politics into a counter spectacular configuration, creating extra 
layers of meaning which are decidedly localised. Brewing Dance therefore testifies 
to Redfem’s insight of foims of the pun in that they ‘take local variants, habitations 
and names’ (1984, p. 155), and, through localising internationalism, the kuso video 
contests a dominant feminine corporeality, as well as the history of the genre through 
which the dancing body emerges.
By utilising various modes of punning, the dancing body in this kuso video 
demonstrates different ways through which corporeality can translate dominant 
corporeal discourses, creating multiple gendered, linguistic and corporeal ‘switches’. 
Through these ‘switches’, a corporeal myth is translated into the system of mimesis 
and strained expectations are suddenly transformed into nothing, converting the logic 
of spectacle into the logic of laughter. This sense of laughter contributes to the 
sudden fame of the video among youth subcultural groups, resulting in 50,000 views 
in three days (Y. C. Chen, 2006). This sudden fame attracted the mainstream media 
and the event was subsequently reported in the press, an issue which I will re-visit at 
the conclusion of Part Three.
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7.2 Ability or disability: punning the idea o f ‘technique’ in John’s dancing body
Figure 72: Jolin: concert opening (2006) Figure 73: Kuso: concert opening
Following the success of Dancing Diva (2006), an international concert tour. Dancing 
Forever, materialised in the same year. Descending from above the stage to floor 
level in a straddle splits posture across a pair of gymnastic rings, John’s posture, in 
the opening of the concert, is one of the defining moments in her long-standing career 
(Figure 72). This tour spanned through two-and-half-year across China, Australia, 
Taiwan, Malaysia and the United States.^ This spectacular opening movement was 
first performed in Hong Kong and attracted intense media attention: it was described 
as ‘astonishing’, ‘breathtaking’ and ‘a new page of history’ (Yuan, 2006a, n.p.). The 
price of the insurance cover was reported as being one billion Taiwanese dollars.^ 
Widely discussed and circulated online, this posture is parodied into a kuso video 
(Figure 73). Circulated through YouTube under a pseudonym, the video appeared as 
a bedroom performance taking place at a private party event.
John’s posture characterises the continual media construction of the idea of 
‘transformation’, which encompasses a set of gendered, cultural, linguistic and 
corporeal discourses, translating her dancing body from an elementary display to a 
rhythmic dancing embodiment (see Section 6.1). In this process, the idea of difficulty 
is pronounced. As the news media aptly observed,
John attracts everyone’s attention in the opening with her difficult technique
to perform splits and up-side-down hanging on the rings in mid-air. But
Between September 2006 and February 2009.
 ^Approximately two million pounds sterling (The Music Team, 2006).
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what comes later is even harder: her gymnastic technique has finally been
revealed on the stage after her long practice.'^
(Wu and Liu, 2006, n.p.)
In this statement, the dance ‘technique’ carries a narrow meaning which refers only to 
specific movements which can be named, identified, and classified in a known dance 
genre. Moreover, the idea of ‘difficulty’ is constructed in relation to movement 
hierarchy within a genre. The emphasis on John’s improvement in dance earned her 
a media title as the acquired talent (ffe^), where the ‘talent’ denoted her developed, 
and continuously developing, dancing ability covering the period from when she was 
unable to bend to touch the floor to her subsequent virtuoso displays.
The opening scene is therefore an important moment in the continual process of 
corporeal translation under the name of ‘transformation’. Its corporeal 
communication of the power (physical strength) and about the power (body politics) 
exercised at the very moment of dancing. It displaces the corporeal configuration of 
her early star image to highlight physical strength, reformulating her body politics 
according to the bodily articulation of difficulty. It is the physical power of an able- 
bodied performer achieved by arduous practice, constructing a dancing body which is 
progressive in structure.
However, body politics and corporeal discourses embedded in John’s dancing body 
are mutated in the kuso video through the construction of proximity (Figure 73). 
Beginning with an almost dark view with lights twinkling and cheering noises in the 
background, this 18-second kuso video resembles the lights-out moment before the 
start of a concert. With the lights suddenly switched on, the performer, shown 
through a medium long shot, is revealed in the middle of a room in a context which 
resembles a private Christmas party. The performer’s hands are spread sideways, 
holding a pair of gymnastic rings, and her ‘legs’ are split through the ring holes in a 
straddle posture. Her outfit shows a close resemblance to John’s, despite there being 
a pair of indistinct white trousers below the mini skirt. The soundscape of the video 
is characterised by lots of cheering, laughter and encores; and, after receiving intense 
applause, the performer turns round to ‘leave the stage . Walking out holding the
Author’s translation: ’ JOLIN
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same posture, the legs wearing the blue-heeled shoes are revealed to be prostheses, 
and the gynmastic rings appear to be on movable sticks. Bending her false Tegs’, the 
performer, in the process of exiting, is chased by a small dog being attracted by the 
artificial feet, an event which generates more laughter.
In this kuso video, the ideas of difficulty, ability and progressiveness constructed in 
John’s dancing body are disrupted through displacements of the politics of the body. 
The displacement is achieved and highlighted through a careful framing of the scene 
via the articulation of the dancing body through the construction of the lights-out 
moment, the replication of John’s stylisation, the duplication of the framing of John’s 
close-up photos, and, most importantly, the scrupulous imitation of John’s 
spectacular posture. This reproduction of the scene is followed by a sudden ‘switch’ 
through which the politics of the body is displaced and the strained expectation is 
annulled. The use of false legs disrupts the idea of an able dancing body, questions 
the idea of difficulty and disturbs the notion of progressiveness. Moreover, the 
gymnastic rings are no longer a testing ground for the dancing body to ‘conquer’, but 
a tool which helps the performer to ‘pick up’ the attached false legs. Furthermore, as 
legs are one of the important parts through which John’s virtuosity is displayed and 
her star image is articulated, it renders the symbol of John’s subjectivity as merely an 
object, which can be chased by a dog. In this process, ability becomes disability, 
difficulty becomes easiness, and subjectivity is objectified. The kuso performance 
therefore mischievously displaces body politics translated in John’s dancing body. 
John’s ‘hard’ work, often constructed as being ‘dangerous’ (as the price of the 
insurance sets out to indicate), is now ‘easily’ distorted in this fan video through the 
deployment of the prostheses, the use of sticks and the framing of the camera shots.
These sudden ‘switches’ constructed in this kuso video reflect Kant’s definition of 
laughter through which a dominant construction of the dancing body is mutated as a 
means to create a sense of fun. The video’s fun-making purpose is reflected in the 
laughter which foregrounds the soundscape. In other words, the logic of spectacle is 
successfully mutated according to the logic of laughter. Reverting to Bordo s theory 
that body is ‘the focal point for struggles over the shape of power (1993, p. 16), the 
kuso video shows how this struggle, fighting for the definition of the body, can
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possibly be materialised through punning a dominant construction of the dancing 
body, creating laughter as its byproduct.
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7.3 Disrupting spectacle as a spectacle: Teletubbies’ sexy dance in contemporary 
Taiwanese pop music video
Agent J, Jolin’s award-winning album released in 2007, was one of the landmarks in 
the continual development on the idea of ‘transformation’ (see Section 6.1). 
Constructed according to the logic of spectacle, the ideas of professionalism and 
internationalism intertwine through her construction of a ‘sexy’ dancing body in the 
music video, updating localism into internationalism by projecting an outward 
cultural route. Departing from a parochial geo-cultural imagination, John’s 
corporeality acquired a sense of foreignness through dance, reiterating the logic of 
spectacle in Mandarin pop.
From the perspective of youth subculture, the audio-visual products relating to Jolin 
have often been regarded as a prime source for kuso in that the remaking of John’s 
music videos and concert performances have been widely recognised by the 
mainstream media as an emerging cultural landscape, i.e. a new ‘tradition’ in 
formation. Under this trend, the release of Agent J  (Figure 74) stimulated the 
production of kuso videos, and Agent Ding (Figure 75) is one of its most well-known 
examples. Deploying the Teletubbies, BBC pre-school characters. Agent Ding is a 
hybridisation of two popular spectacles: the high visibility of John’s new release in 
dominant mediascape, and the fascination for the Teletubbies in Taiwan, especially in 
the youth subcultural domains. In this section, I set out to analyse the corporeal 
strategies through which the dancing bodies of Teletubbies are deployed to displace 
the body politics constructed in John’s dancing body. Centred on the notion of 
displacement, I will explore various modes of translation, in the encounter between 
sound and image, through an analysis of Agent Ding, which includes localisation, re­
routing and (re-) recycling.
J  received awards in the nineteenth Golden Melody Awards, as well as being nominated as the 
best selling album o f  the year in G-Music Annual Chart (2007), one o f the most authoritative music 
charts for Mandarin pop.
202
Chapter Seven
Figure 74: Agent J\ poster (2007) Figure 75: Agent Ding: poster (2007)
As an award-winning BBC pre-school cartoon, the popularity of Teletubbies has been 
a global phenomenon since 1997/^ As a cartoon series, Teletubbies centre on the 
adventures of four characters in bright modem colours: the purple Tinky Winky, the 
green Dipsy, the yellow Laa-Laa, and Po, who is red. Transmitted by media across 
consumer societies around the world, Teletubbies, and its associated characters,*^ 
expanded globally from its base in the United Kingdom, demonstrating itself as one 
of the dominant spectacles devised for children.
The popularity of Teletubbies in Taiwan, however, goes beyond pre-school children 
to reach teenagers and young adults, impelling a neologism based on Tinky Winky -  
‘Ding-Ding is a talented person’ ( T T ^ f i A ^ )  -  which denotes ‘brain-damaged’ 
(ii^ S ) (Briian [ID], c2007). Ding-Ding ( T T ) ,  as a name, is derived from the 
official Chinese translation of Tinky Winky, which repeats the first sound of the 
English name into a Chinese pet form. Originating from a small group of bored 
‘grown-ups’, the new meaning for the phrase originated from sarcastic use to describe 
stupidity as a kind of ‘talent’ after they were forced to watch Teletubbies with young 
children (Briian [ID], c2007). The emergence of its new meaning, therefore, involves 
a process of translation in translation: the meaning of ‘brain-damaged materialises 
through a localisation of Tinky Winky, whose name, Ding-Ding, is a product of 
translation itself. Therefore, in a Taiwanese context, Teletubbies, especially Ding-
According to the BBC Press Office, by 2008, Teletubbies had been ‘seen by millions o f children 
across the globe in 120 countries and translated into 45 languages (BBC, 2008).
Living in a futuristic dome, ‘Tubbytronic Superdome’, a Teletubbies’ day starts at the beginning o f  
the programme with the rising o f a baby-faced sun, and ends with the sunset. Other characters include 
Noo-Noo the vacuum cleaner, a mysterious pinwheel and loudspeakers which pop out of the meadow, 
announcing the activities o f the day.
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Ding, apart from being a pre-school figure, carries a localised connotation of stupidity 
which is embodied in a slow-moving and well-rounded physique.
The double meaning of Teletubbies -  as child-friendly cartoon characters and as a 
taunting symbol of stupidity — was popularised among subcultural practitioners 
through the Internet as an important icon in kuso subculture. Their (in)famous status 
is reflected in their constant appearance in everyday life, where their remade images 
are widely circulated. For example, various forms of identity cards are created with 
make-believe details which include ID numbers, gender and birth dates (Figure 76, 77 
and 78). Other parodied products include remakes of the TV series and, in recent 
years, popular music videos have become one of the sites where the revamped 
Teletubbies appear. When Jolin released Agent J  in 2007, the two spectacles 
coalesced in kuso subculture, resulting in a mutated video. Agent Ding. This kuso 
version sprawned a make believe poster where Ding-Ding is computerised into 
John’s shiny black leather outfit standing next to the title of the song (Figure 75).
Figure 76: National ID 
card
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By mixing two spectacles, the mutated poster image mischievously disrupted their 
constitutive politics: bodily, ideologically, culturally and linguistically. Corporeally, 
John’s body is replaced by Tinky Winky, disturbing the proposition of a ‘sexy’ body; 
while, from the perspective of the Teletubbies, Tinky Winky’s well-rounded contour 
is forced to change in order to fit into John’s leather outfit. In this vein, the poster 
desexualises John while at the same time sexualising Tinky Winky. This switch 
creates an ambiguous space, revealing the boundary between sexual and asexual as a 
porous construction. Ideologically, this act of displacement unsettles the cultural 
discourses attached to the two images. While Jolin s presentation of a professional 
killer is tamed and dulled, the child-friendly Tinky Winky is sexualised and
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militarised. Culturally, the mixture of two spectacles blurs the route of cultural 
transmission. While John’s star image highlights the discourse of internationalism 
through which she is portrayed as travelling from Taiwanese to American / European 
contexts; Teletubbies, decidedly European in origin, proceed in the opposite direction 
to become localised cultural practices. However, despite the opposite directions of 
transmission, they nevertheless move in the same cultural thoroughfare. By 
combining two spectacles in one video. Agent Ding obfuscates the direction of 
cultural routes. Agent Ding, in this sense, drifts in a re-routing process where the 
starting point and destination remain ambiguous.
Linguistically, the morphological resemblance between an English letter ‘J’ and a 
Chinese character Ding (‘T ’) provides a basis through which meaning can be 
mutated and contested in the process of translation. In one of the repeating verses in 
Agent J, ‘capital J looks like a scorpion’, the English letter ‘J’ is displaced from a 
phonogramic system into a system of pictograms through which its shape is 
emphasised with its hook representing the sting of a scorpion. In Agent Ding, the 
displacement of a linguistic sign is further developed not by its resemblance to the 
shape of a scorpion, but by similarity to signs in another linguistic system. In other 
words, ‘J ’ goes through a process of translation, traversing sign systems between 
pictogram and ideogram not from its symbolic meaning but from its morphological 
constitution. In this sense, the similarity in the morphology between ‘J’ and ‘T ’ 
creates a space in which new meanings can materialise through the manipulation of 
the translator, translating English into Chinese not from a linguistic perspective, but 
from a morphological point of view. This alternative translation creates an 
ambiguous junction through which a second meaning ‘rotates around the first one’ 
(Redfem, 1984, p. 23).
Taking into account Bhabha’s notion of cultural translation, the poster of Agent J  is 
precisely a site of translation through which corporeal, ideological, cultural and 
linguistic acts of displacement take place. The dislocation of the sign follows closely 
on the constitutive logic of the pun, through which different forms of signs can be 
suddenly and mischievously switched, impelling Agent Ding into existence. 
Therefore, Agent Ding is located in a junction between two spectacles, two sign
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systems and two forms of culture through which cultural logics and politics are 
contested and displaced through acts of superimposing.
The notion of displacement presented in the Agent Ding poster is further articulated, 
mutated and animated through the dancing body in the music video in that the 
structure and the relationship between sound and image become what Redfern terms 
the ‘switch’. Structurally, Agent Ding follows the division between group dance and 
solo dance presented in Agent J, featuring Teletubbies group movements and solo 
performances. These dance performances are synchronised into the musical 
structure.*^ From the perspective of the co-ordination between sound and image. 
Agent Ding exercises on interpretive possibility to link the image to the lyrics*^ and 
the soundscape*^ of the song. By these references, Agent Ding strenuously refers to, 
and forcefully highlights, its relationship to the ‘original’ in order to stress differences 
which are materialised through the rotation of the meaning.
However, it can be argued that these laboriously-constructed mimetic references are 
constituted to accentuate differences by exaggerating similarities. From the 
perspective of audio-visual relationship. Agent Ding shows attempts to visually 
exaggerate the literal meaning of the lyrics throughout the song and, therefore, 
contrasts differences through hyperbolised emphases of the audio-visual relationship.
By using the Teletubbies, Agent Ding is also distinctively different from Agent J  in 
that body politics constructed in John’s dancing body are displaced. The corporeal 
displacement is most clearly shown in the two sequential scenes: the intermezzo {kuso 
0.46-0.49), which is musically characterised by the 007 theme tune; and Chorus 1 
{kuso 0.49-1.05). In Agent J, the intermezzo is represented by a group dance led by
For example, in the intermezzo leading toward the Chorus, John’s group dance is replaced by 
Teletubbies’ unifying stepping movements in a group, executed in synchronisation to the 007 theme.
For example, Noo-Noo wriggles his J-shaped nose, denoting a capital J, while Dipsy reveals his 
spike when Jolin sings ‘Capital J looks like a scorpion and my bright-coloured spike is my 
identification’ (my emphasis). Tinky Winky and Laa-Laa hug in ‘I love anyone and no one (my 
emphasis); a reflection o f Po on the surface o f a lake in ‘The fragrance disappears the riverside o f  
the Seine’ (my emphasis); and two artificial flowers appear in ‘Versailles roses will be my farewell 
(my emphasis).
Musically, the soundscape in the Bridge, for example, is composed o f the noise o f machine guns, the 
sirens o f police cars with the 007 theme. In Agent Ding, this soundscape is represented by an 
announcement from the pinwheel, where the ray symbolising the sound wave creates movements 
resembling machine guns, followed by images of Noo-Noo’s high-speed circulation in the Superdome, 
signifying movements o f  a police car.
206
Chapter Seven
Jolin in which their hands wave backwards alternately with their heads turning 
towards the same direction, resembling an overacted posture of alluring women trying 
to attract attention (Figure 79). In Agent Ding, this part is similarly presented with a 
teletubbies group dance. Through a long shot, they walk in line slowly towards the 
left of the camera, and the musical beats coincide with their dance movements with 
both their hands up, waving alternately towards either side (Figure 80). In the first 
two beats in the intermezzo section, the comparatively slow rhythm contributes to a 
slow movement quality. With their hands up, the camera draws attention to their 
protruding stomachs, constructing a similarity to the act of surrendering, rather than 
embodying the professional killer image. Through their physiques and their slow 
movements, Teletubbies’ coiporeality puns John’s dancing body and constructs a 
second meaning for the body which is professionally unprofessional. While, 
professionally, the Teletubbies’ dance follows the musical stmcture and tempo; it also 
unprofessionally disrupts the construction of John’s body politics of professional 
internationalism. Therefore, through a translation of corporeality, Teletubbies aptly 
and tacitly displace John’s dancing body, creating a structure of the pun where 
opposite meanings are generated, to be added into the ‘original’ through body 
movements.
Figure 79: Agent J: group dance I 
(1.19)
Figure 80: Agent Ding: group 
dance I (0.49)
voumaKercom
The act of corporeal translation continues in the first line of Choms 1, Perfect Agent 
J’. In this verse, the singing stresses the first and the last word and the dance 
movement is choreographed to match the rhythm. In Agent J, while the first word is 
synchronised with the dancers’ weighty punches to the right, with their right legs 
heavily stepping in the same direction; the last word is presented with a similar 
movement with the left hand joining the punch to the right (Figure 81). Presented
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through the cooperation between the music and the image, this scene contributes to 
the construction of a musically-enhanced corporeality where the dance movement is 
well-executed with a punchy quality (Section 6.2.4). However, Agent Ding, on the 
contrary, is presented with the disorderly movements of the Teletubbies. For example, 
while Tinky Winky gyrates and hops up and down, Laa-Laa dances in an introvert 
manner where she looks at the floor while dancing. Po’s movements are also 
relatively constrained: she does not turn her body but faces the same direction and 
moves her hands and hips in a comparatively small circle (Figure 82). However, 
despite Teletubbies’ dancing scene presenting a chaotic assemblage, it is carefully 
phrased in the musical structure. In this sense, the unprofessional dance movement is 
again professionally structured. The movement of Teletubbies, therefore, puns 
John’s dancing body: the professionalism perfoiTned through John’s ‘sexy’ dancing 
body by her precise, powerful and punchy movements is displaced by a professional 
stupidity through the chaotic dancing bodies which have very little connection to the 
idea of ‘sexiness’. Through this displacement of corporeality, the professional 
‘sexiness’ acquires a second meaning which is unprofessional, childlike and un-sexy, 
if not asexual. The dancing body in the music video, therefore, becomes a junction 
where two spectacles collide, imploding the construction principles of spectacular.
Figure 81 : Agent J  : group dance II 
(1.22)
Figure 82: Agent Ding: gxQwp 
dance II (0.53)
Among the tensions presented in the video formation of Agent Ding using scenes 
from the Teletubbies TV series, the video also incorporate an already-translated 
image. In the Bridge where the music involves extensive gun shots and the sound of 
police sirens. Agent Ding visually uses a static kuso photo of Tinky Winky posing as 
a terrorist (Figure 83). His picture is digitally enhanced to present a hyper-masculine 
appearance where his purple flab and his smooth contours are replaced with
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developed muscles and a sturdy outline, holding a machine gun and ammunition. In 
this instance. Agent Ding recycles Teletubbies’ images which are already recycled, 
reflecting Redfem’s view of the punster as the one who recycles ‘odds and ends’ 
(1984, p. 34). Most importantly, through acts of (re-) recycling. Agent J  is doubly 
translated. Wliile John’s dancing body is debilitated, desexualised and stupefied 
through a deployment of Teletubbies, the child-friendly Teletubbies are, in the 
already recycled picture, sexualised, beefed up and have acquired a dangerous 
appearance. This double translation results in an ambiguous gendered representation 
where femininity is first nullified, then followed by a sudden masculinisation. 
Through constant punning of the dancing body. Agent Ding triggers an implosion of 
spectacle on a bodily level to suggest gendered representation as a decidedly unstable 
process. The sudden annulment of expectation generates a large amount of laughter, 
which is reflected in the number of YouTube views being the highest among the six 
case-studies. Agent Ding, in this sense, successfully converts the logic of spectacle 
into the logic of laughter.
Figure 83 : Agent Ding (2.13-18) 
# 5 0
Figure 84: Ding Ding in an everyday 
context
In the junction between two spectacles with almost opposite cultural logics, 
translation occurs on the level of corporeality to aptly pun with dominant 
constructions of the body. The fun generated in this process subsequently resulted in 
a trend of performances in this fashion in various everyday events (Figure 84). Most 
importantly, with these events being recorded, uploaded, and circulated online, 
Teletubbies’ dance achieved sudden fame, forming an alternative online mediascape. 
In other words, the implosion of two opposite spectacles via the route of corporeal 
translation created enough laughter to induce materialisation of a new corporeal
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junction to become a spectacle in its own right. However, the actualisation of the 
new (anti-) spectacular body seems to be as transitory as their sudden fame. 
Approximately two years after its online circulation to date, the configuration of 
dancing John’s songs in Teletubbies’ outfits seems to have already becomes a social 
cliché. The corporeal route is, in this sense, often quickly abandoned, revealing an 
ephemeral corporeal topography in a volatile online mediascape where the 
spectacular dancing body is constantly being created, popularised and outmoded.
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7.4 Disgusting ‘cuteness’: punning the dance o î Love You from three Taiwanese 
‘sisters’
Love You (2004), Cyndi’s second album, established her stardom in Mandarin pop 
(see Section 5.1). With a market strategy encouraging audiences to learn its dance, 
‘sweet tap’, Love You was released in two versions — a conventional music video, and 
a teaching version -  with the latter successfiilly creating a dance craze, propelling the 
video to become one of the key ‘texts’ of kuso subculture. In this section, I choose to 
focus on one of these reproductions, A Hilarious Version o f Cyndi's Love You in 
Taiwanese, which is perfoimed by one girl with two of her drag ‘sisters’ in a make- 
believe online competition, re-subtitling the lyrics from Mandarin to Taiwanese. I set 
out to delineate audiences’ ability to displace the ‘original’, creating extra layers of 
meaning, corporeally and linguistically, by dancing to the recreated lyrics. In other 
words, the three dancing bodies displace Cyndi’s construction of femininity by 
deploying different strategies in singing and dancing, resulting in a mutation of the 
body, as well as reversing the hierarchical imagination of languages. These strategies 
of displacement include mixed methods of hybridisation, interruption, localisation, re­
routing and recycling.
This kuso video begins with a 20-second introduction where the girl introduces the 
purpose of the video, as a finalist in a made-up online competition, to serve the 
purpose of a voting campaign (Figure 85). Using a facial close-up, her face is shown 
to be placed between the chests of her two ‘sisters’. Dressed in pink and with 
occasional squeezing of their own bosoms, the two ‘sisters’ are, in fact, men, 
displaying their thyroid cartilages (‘adam’s apples’), well-tanned skins and male 
figures. They interrupt Cyndi’s construction of femininity before the start of the song 
by showing a hybridised body which is neither entirely masculine nor fully feminine. 
Cyndi’s representation of ‘cuteness’, defined as physically small, emotionally care- 
requiring and sexually available, are disturbed by the two strong masculine figures. 
Cyndi’s naturalisation of bodily discourses is further interrupted by the deliberate put- 
on girlie manner of the two ‘sisters’, and her shyness reversed by their brazen act of 
squeezing their bosoms.
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Their performance commences after this introduction, and the camera changes 
sharply from a facial close-up to a long shot, revealing a bedroom location as well as 
showcasing the physique of the three bodies. While the two ‘sisters’ wear pink 
camisoles and white mini skirts with baseball hats and two fake braids, allowing them 
to show their biceps, leg muscles, sturdy calves and brawny hips; the girl’s petite 
physique is in sharp contrast to her two ‘sisters’. This difference creates a different 
‘feel’ to their garments. While the girl delivers a fluttering quality of her skirt, her 
‘sisters’ demonstrate a taut quality of their outfits. Presented as a bedroom 
performance with the camera placed statically at the front, the three ‘sisters’ stand in 
a formation (Figure 86), resembling the positioning of Cyndi’s troupe, which Cyndi 
also refers to as her ‘sisters’.
With the prelude of the song, the dance commences with the group of three standing 
facing backwards with legs in a stand-at-attention position, while their hands open 
slightly sideways, resembling what Cyndi has described as the gesture of little 
penguins (Figure 86). They sway their bodies in this penguin-like posture to both 
sides in a carefully restrained manner. Compared with the girl, the two ‘sisters’ give 
an impression that they hold back their full strength in order to construct, in Laban’s 
term, a flickering quality. The dance continues and they rock their hips alternately 
sideways with the music, bending their knees and managing a small backward kick. 
With the end of the rap introduction, in which the synthesised sound reaches a 
musical climax, the girl performs a reverse port de bras while turning to the fi*ont. 
Her ‘sisters’ adopt a static posture with one hand reaching upwards and one leg 
stepping slightly outwards, resembling a standing posture against a door (Figure 87). 
Apart from a small alteration in the choreography, the performance closely follows 
the ‘original’. Before they enter the main part of the song, the displacement of the 
dancing body has already taken place. By moving coquettishly with a put-on girlie 
manner, the two ‘sisters’ appear to restrain their physical power from the beginning of 
the dance. They move in a well-controlled manner by hopping in small steps, tapping 
lightly and carefully in time with the music. Yet this effort is constantly being 
transgressed. This is especially noticeable when entering into the main part of the 
song. With the music developing, the control of the movements dramatically 
disappears: the small hops become big jumps, and the light taps are replaced by 
energetic thumping (Figure 88).
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Figure 85: The introduction in the kuso 
video (0.09)
Figure 87: Prelude in kuso: scene II 
(0.36)
Figure 86: Prelude in kuso: scene I
(0.25)
Figure 88: Verse 1 in kuso (1.02)
From a perspective of corporeality, this kuso video subverts the existing gender 
norms through an employment of drag elements. Moreover, it disrupts the physique 
of Cyndi’s version of ‘cuteness’ by upsetting the movement quality of her 
performance. The dance of sweet tap requires a slim body with no apparent 
musculature to deliver a light quality, through which discourses such as delicacy and 
shyness can be interpreted to highlight the idea of ‘cuteness’ (see Section 5.2.1). This 
careful construction of physique and its embedded cultural discourses, however, are 
intentionally displaced in the kuso video. With the sturdy muscles and masculine 
appearance of the two ‘sisters’, the movement quality appears to be over-enthusiastic 
and hyper-powerful, resulting in a mutation of gendered physique which may be 
interpreted as bold, robust and rough. Compared with the definition of cuteness as 
physically small, emotionally care-requiring and sexually available, the mutated 
corporeality is, in many ways, its opposite, and therefore constructs an anti-cute 
dancing body. In this vein, by dressing two ‘beefcakes in girlie outfits to dance to 
Love You, it subverts the gender norms, as well as the light quality of Cyndi s dance. 
The dancing body, at the moment of performance, translates the cute corporeality
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into a mutated physique, displacing the idea of ‘cuteness’ to become an oxymoronic 
body of ‘disgusting’ cuteness, with adjectives such as repulsive, offensive and 
revolting repeatedly appearing in the commentary section on YouTube.
By fashioning and performing ‘cuteness’, the two ‘sisters’ mutate the meaning of 
Cyndi’s corporeality by creating extra layers of meaning, punning Cyndi’s dancing 
body. Despite Love You being instantly recognisable in their performance, their 
dancing bodies irreconcilably displace the embedded discourses and body politics, 
creating a corporeal ‘catch’ which, according to Redfem (1984), is capable of 
arousing various contradictory feelings. The mixed feelings predicted by Redfem are 
accurately reflected in the audiences’ online comments. While some commentators 
think it is a funny joke,*^ there are opinions specifically on the performances of the 
two ‘sisters’ as nauseating.*^ Among these criticisms, the remade lyrics received the 
strongest objection as being gross, dirty and offensive. These overwhelming 
aspersions come from the displacement of the meaning in the process of reproduction.
With the end of the prelude, the kuso video enters, musically, the main part of the 
song. With Cyndi’s music playing in the background, the girl superimposes her 
singing to Cyndi’s part, replacing the original Mandarin lyrics of girlie love, with a 
recreated Taiwanese version of disciplining personal hygiene (Table 6).
Bombjean ‘gosh!! it's supa [sic] funny!! hahahha’ 
shm pets  411'
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Table 6: A lyrical Comparison between Love You and its kuso version
Love You: official version (in Chinese 
Mandarin)^**
Love You: kuso version (with 
Taiwanese subtitles)^*
If you suddenly sneeze, it must be that 
I’m thinking of you.
If you suddenly fart, it must be that I’m 
thinking of you.
If you are woken up by the mobile 
ringing at midnight, it must be because of 
my concern for you.
If you have non-stop diarrhoea in the 
midnight, it must be because of my 
concern for you.
I am always guessing whether you have 
second meanings in your words.
I always doubt whether you have cleaned 
your crotch properly or not.
I want to believe but cannot help 
doubting.
I can apparently sniff foul smells but I do 
not dare to ask you.
Am I the only one in your heart -  love is 
being with you all the time.
I will tolerate your smell if I love you -  
love is holding my breath secretly.
Oh, baby, whisper a little more love to 
me and look at me more when you miss 
me.
So baby, don’t eat so many sweet 
potatoes and try to eat more fruit.
Express yourself more in order to let me 
see.
Extra soap will clean you until your skin 
falls off.
Saying fewer goodbyes [because] I want 
to be with you more than one day.
Please empty your bowels thoroughly 
and do not drip your pee on your shoes.
Just a little more [gesturing] to [let me] 
voluntarily love you.
Please, be clean -  love you. Please don’t 
let me smell the odour. Oh, please be 
clean.
From Love You to the kuso version, the original song, sung in the language of the 
State, Mandarin, has been replaced by a dialect, Taiwanese. In this process, the 
displacement takes place not merely in the choice of the subject, but fundamentally 
occurs in the historically-influenced linguistic hierarchy. Historically, as a regional 
dialect, Taiwanese has connotations of low class and localism in the official 
discourses of the post-war era. This phenomenon reflects the intricate relationship 
between political power and linguistic hierarchy (T. Tsai, 2001). Although 
Taiwanese regained its political importance after the 1990s, the language continues to
Author’s translation: ’ SP ° ’ W
’ g # # # " # # # # #  “ Oh baby, ^  #  ’ # #
= oh bye ^  » #
Author’s translation: ’ M ’ M
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carry the historical imprints which still influence contemporary popular culture (see 
Section 3.5).
Morever, in Love You, love connotations, articulated in a polished manner, have been 
intentionally and playfully ‘mucked up’ (i.e. ‘W o-ed’) by the deploymenf of 
colloquial expressions (e.g. your skin falls o ff, ‘clear your crotch’ and ‘empty your 
bowels’), everyday objects (e.g. ‘sweet potatos’) and excrement (e.g. ‘fart’, 
‘diarrhoea’, ‘pee’ and ‘odour’). The choice of expressions, objects and body waste 
largely overlap what Julia Kristeva (1982) calls the abject. In her treatise Powers o f  
Horror: An Essay on Abjection, Kristeva defines the abject as ‘the jettisoned object’ 
(1982, p. 2): it is the unwanted, outcast, debased filth, which ‘disturbs identity, 
system, order’ (1982, p. 4). According to Kristeva, abject, as filth, is ‘not a quality in 
itself, but ‘applies only to what relates to a boundary' (1982, p. 69) and, by analysing 
the process of abjection, the boundary can be identified. In Love You the kuso version, 
the use of loeal expressions, everyday objects and excrements demonstrates the 
‘acceptable’ cultural boundaries, while at the same time accentuating the desire 
qualities of foreignness, glamour and high class which constitute the logic of 
spectacle (see Section 3.5). By inserting the abjects into the lyrics. Love You the kuso 
version highlights and then immediatedly mutates the cultural assumptions embedded 
in the original song; it translates Cyndi’s ‘cuteness’ into a local, filthy and low class 
representation.
Most importantly, the abjects are used as a means to paradoxically discipline ‘others’. 
In Love You the kuso version, it can be argued that the reason why the lyrics are 
considered disturbing goes beyond the constant re-emergence of the abjects. Rather, 
it is a result of the ambiguous cultural route in that the sense of disgust cannot be 
clearly interpreted, understood and confined within a neat national boundary and a 
singular historical perspective. Politically, the annulment of Martial Law at the end 
of the 1980s marked a rising tension between Mainlander and Taiwanese, and 
between Chinese nationalism and nativist nationalism (see Section 3.1). From a 
linguistic perspective, despite the above viewpoints not always appearing clear-cut, 
there is a significant difference in how Taiwanese as a language is perceived. While 
nativist nationalism actively promoted Taiwanese, this effort tended to be 
downplayed by the other group. Therefore, from a nativist nationalistic perspective
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where the importance of Taiwanese as a language was constantly being promoted, 
this kuso video can be regarded as offensive for it re-addresses the uncivilised and 
low class linguistic image constructed in KMT’s post-war regime. One of the 
YouTube comments about this video, for example, reads, ‘Don’t insult other people. 
Sing the original Taiwanese lyrics if you dare. This is a disgraceful and tasteless 
joke’.^  ^ In this comment, there is an assumption that the lyrics of the kuso video are a 
fake, and thus offensive, while the ‘original’ Taiwanese words are considered as 
being opposite to an insult, therefore worth promoting. However, since Love You is 
released only in Mandarin and does not have ‘original’ Taiwanese lyrics, this 
comment shows a presumption to take Taiwanese as the opposite to the uncivilised 
and low class image, reflecting the nativist nationalistic discourses. From this 
viewpoint, it can be argued that the kuso video can be considered as disturbing for its 
seemingly anachronical political assumptions, which rekindle the stigmatised 
linguistic image that the nativists try to expurgate.
From the other side of the political view, the lyrics in this kuso video can also be 
regarded as a provocation. Despite there being no online comment reflecting this 
perspective, the lyrics seem to demonstrate a reversed 'mission civilatrice' (‘mission 
of civilisation’), a term invented and deployed to celebrate social, cultural and 
political achievements in eighteenth century France, where colonial expansion is at its 
peak (Conklin, 1997, p. 1). According to Alice Conklin, the phrase carries an 
assumption of ‘the superiority of French culture and the perfectibility of humankind’, 
implying that the colonial subjects ‘were too primitive to rule themselves’, albeit they 
were ‘capable of being uplifted’ (Conklin, 1997, p. 1). In the kuso video, through 
detailing acts of excretion, the lyrics paradoxically aim to discipline the hygienic 
habits of the subject to uplift them from primitive behaviour. By doing so, it reftises 
to admit itself as low-class and uncivilised. The aim embedded in this alternative 
mission of civilisation echoes the Japanese colonial discourses, as well as KMT s 
post-war cultural policy where precepts such as, ‘neat, clean, simple, modest, swift.
""Author'stranslation:
In studying modernity in Taiwan during the Japanese Occupation, Takashi Komagome (2006) 
compares Japanese and Western imperialism to point out the contradiction embedded in Japanese 
imperialism. Despite the Japanese ‘also flaunted their nation as the bearer o f the mission of 
civilization” to those within its boundaries and beyond’, it was obvious that their civilisation was one 
that the Japanese had ‘hastened to leam only after the Meiji Restoration (Komagome, 2006, p. 143).
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certainty still shape contemporary society. However, Taiwanese as a language in 
the above eras was defined by the dominant powers as a subject to be disciplined, but 
not the one who disciplines others. Therefore, by attempting to discipline others 
using details of defecation, the lyrics in the kuso video reverse the position between 
subject and object in the discourses of mission civilatrice, re-routing the historical 
image attached to the language. The kuso video, in this sense, destabilises the 
historical route through which the linguistic hierarchy is constructed by refusing to 
partake of a politically-constructed discourse in the post-war decades.
This situation is further complicated if the linguistic entanglement presented between 
China and Taiwan is taking into account. Both governments use Mandarin as the 
national language although they adopt different writing forms. This difference 
significantly characterises one of the major linguistic landscapes in Asia, where 
national boundaries are visible through the use of writing systems. Moreover, both 
territories encompass regions where Hokkien is used as the main dialect.^^ However, 
in Taiwan especially after the 1990s, the language gradually took the name of 
Taiwanese with the rise of nativist nationalism (Taylor, 2008, p. 62) and, in this sense, 
national discourses create an illusion that the language is unique to Taiwan and 
monopolises the language to serve a political aim.
The entangled linguistic landscape and its history are, in Love You the kuso version, 
reflected in audiences’ online comments, negotiating the meaning of nation. There is 
a majority of comments using the word Taiwanese, written in traditional Chinese, to 
describe the language. For example, darkstar0412 {YouTube ID ) comments that this 
video is ... extremely tacky, and this is a kind of tackiness which can only be 
understood if you understand Taiwanese' (my emphasis). The video is also self- 
described as using Taiwanese, rather than Hokkien. Some commentators further state 
that it is necessary to have experience of living in Taiwan in order to understand the
""Author’s translation: ' The ideological disciplines
embedded in this precept, originally came from the New Life Movement (1934-49) and were prolonged 
by the Chinese Cultural Revival Movement in the 1960s Taiwan, were part o f KMT’s post-war
propaganda (K. Wang, 1998). ^
\^ i l e  China uses the simplified characters in the writing system, Taiwan retains the traditional form
(see Section 4.4).
Hokkien is a regional dialect widely spoken in South East Asia (Taylor, 2008, p. 6 ).
Author’s translation: by
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lyrics. This is put forward, for instance, by kevinchang 2008 {YouTube ID), again 
writing in traditional Chinese, stating that T don’t believe that anyone would 
understand had they not lived in Taiwan’.H o w e v e r , these comments are questioned 
in a consequent note as a reply to the above viewpoints. Posted by vivicinyecip 
{YouTube ID), written in simplified Chinese, s/he states, ‘So you don’t know Hokkien 
(ban-lam-gu)! Moreover, this disgusting person comes from Taiwan any w a y I n  
these three comments, there is a transnational negotiation of the meaning of nation 
taking place in a context of cyberspace. While the former two comments, written in 
traditional Chinese, reflect a sense of nativist nationalism by highlighting the 
uniqueness of the nation, in an almost celebratory tone; the latter comment, written in 
simplified Chinese, questions this cultural essence by arguing that the linguistic 
boundary is inconsistent with the national boundary. This comment further runs 
down the sense of pride embedded in the nativist nationalistic approach by re­
addressing the fact that a majority of comments agree that the video is disgusting and 
tacky. Therefore, rather than taking tackiness as an ‘essence’ of cultuie, vivianyeap 
sarcastically highlights that it is an inferior quality, if it can ever be regarded as an 
‘essence’. From this argument, vivianyeap presents a third perspective which is 
neither KMT’s Chineses nationalism, nor the celebratory approach presented in 
nativist nationalism. Rather, the view cautiously and strategically avoids the two 
perspectives to highlight the dilemma in the construction of a nation, culturally, 
politically as well as linguistically. The fact that vivianyeap"s comments deflate 
nationalist thought seems to be considered as disturbing, which is reflected in his/her 
comment subsequently being marked as spam, and can only be seen by an extra click 
on the mouse on the hyperlink ‘to be displayed’.
From the above three perspectives, the kuso version can be understood as being 
disturbing in different ways. The video fragmentises the dichotomy between cuteness 
and anti-cuteness, revealing the slippery hybrid area of disgusting cuteness where the 
sense of disgust can be understood differently from different viewpoints, culturally, 
nationally and transnationally. Therefore, to argue that the lyrics in the kuso displace 
the ‘original’, it is necessary to notice that the sense of displacement is never built on
Author’s translation; (ban-lam-gu) #  &  I
" ’ by vivianyeap
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firm ground. When Kristeva argues that the abject exposes the border yet refuses to 
be defined by the border, she states that the abject is neither ‘subject nor object’, 
‘inside nor outside’ (1982, p. 135), but is ‘in-between’, ‘ambiguous’ and ‘composite’ 
(1982, p. 4). In Love You the kuso version, the use of the abjects refutes 
participatation in the construction of the logic of spectacle, and at the same time 
refuses a firm basis for audiences online criticism. The lyrics highlight different 
aspects of history and provide various routes for cultural discourses embedded in the 
language to be heterogeneously interpreted according to one’s political stance. The 
kuso video, thus, refuses to take sides: it criticises the suppression of the language 
from the colonial discourses and the KMT regime, and at the same time questions the 
celebratory trope which nativist nationalism adopted in the 1990s.
Through the format of music video, this kuso video puns the ‘original’, corporeally 
and linguistically. This punning process creates a powerful and ambiguous ‘switch’, 
displacing cultural and corporeal politics and discourses through mixed methods of 
punning which include hybridisation, interruption, localisation, re-routing and 
recycling. Through these methods, Cyndi’s construction of ‘cuteness’ mutates into an 
oxymoronical version of disgusting ‘cuteness’ which, in many ways, is anti-cuteness 
in construction. However, the kuso version refuses a dichotomised framework with a 
clearly-defined ‘enemy’; it provides different ways through which different 
viewpoints can interpret the video, constructing a foundation while at the same time 
undermining it. This video, therefore, creates intense and never-ending 
transgressions which allow multiple ways for ambiguous cultural, national and 
linguistic views to be expressed, argued and interrupted.
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7.5 Imploding the nationalistic patriarchical hegemony in pun: dancing Honey as 
a graduate celebration among Taiwanese military cadets
With the commercial success of Love You, Cyndi’s next album. Honey (2005), 
closely followed a similar mode of production by releasing a dance version following 
the official video. The theme of identity is again deployed: while Cyndi is shown to 
be a student in Love You, she is presented in Honey as a young girl soldier, wearing a 
military-styled outfit with a combination of jacket, skirt and white gloves. The idea 
in creating a title for the choreographic style is also repeated. While the dance in 
Love You is titled ‘sweet tap’, it is termed ‘sweet house disco’ in Honey (Avex 
Taiwan, 2005a). This mode of production subsequently proved to be successful in 
that Honey became a commercially-successful chart-topper,^^ creating a dance craze 
which went beyond the scope of kuso subculture to become a notable cultural 
phenomenon surrounding Cyndi’s work.
In this section, I choose to analyse one of these reproductions made by a group of 
cadets from a major national military-training institution, Chung Cheng Armed 
Forces Preparatory School. Taking on Honey" s military theme, the cadets used their 
reproduction of Honey as an activity to celebrate graduation (Hung, 2005). Fashioned 
in a mixed-styled uniform between cadet and girl student, the group divided into two 
parts through the use of outfits, indicating the difference in their put-on gendered 
identity. While the ‘girls’ wore ceremonial jackets, skirts and white gloves and 
danced to the song, the ‘boys’ watched and admired in their white shirts and black 
shorts. The video was filmed in various places in the school: on the parade ground, 
commander’s rostrum and in front of both the national flag and the statue of Chiang 
Kai-Shek. They sang to the lyric to voice-over Cyndi’s words. In this section, I set 
out to argue that the video displaces gendered identity, corporeality, and spatial 
relationships, questioning their embedded cultural discourses and politics. Taking 
displacement as a form of translation, I suggest that these dancing bodies translate the 
major ideological and bodily constructions, creating punned configurations of identity, 
corporeality, and space. The process of translation is achieved through mixed
The sales record for Honey went beyond 150,000 in the first two months (Avex Taiwan, 2005c).
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strategies, including hybridisation and (re-) recycling, with the mode of displacement 
dominating the process.
The video opens with four lines of text, appearing on the screen sequentially in pink 
type to depict ‘2005 / Summer / The hottest of this summer / Sweet hop’.^  ^ Musically, 
the prelude of Cyndi’s Honey follows immediately after the opening and shows six 
male students standing in a triangular formation on a parade ground (Figure 89), 
reproducing the beginning of Honey (Figure 90). In this scene, the cadets, now in an 
assumed female identity, have their legs astride with their left hands on their hips, and 
their right hands against their eyebrows, resembling a saluting gesture. With the 
beginning of the dance, the saluting gesture is gradually dragged sideways while they 
shake their bodies to the musical beats. This musical phase ends with a full body turn 
with the same saluting gesture (Figure 91) and, with the music reaching its climax, 
they hop, with their hands parallel in front of their chins. This part is accompanied by 
an inserted screen with a group of students marching uniformly by the side of a 
swimming pool carrying big posters individually with the capital letters spelling 
‘HONEY’ (Figure 91). By contrast to their marching, the cadets do not dance in an 
uniform manner: some, in an extrovert style, kick higher and faster, giving a sense of 
enthusiasm, while others tap the ground gently and dab their hands lightly on their 
heads, contributing to a lackadaisical, or slightly shy, performance in front of the 
camera.
Figure 89: Military version: dance 
formation (2005)
Figure 90: Cyndi: dance formation 
(2005)
n'n;. ,;♦ ♦ ■«'
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Figure 91 : Military version: the full 
body turn and the ‘HONEY’ poster
The above scene presents the first 20 seconds of the total length of 3 minutes 45 
seconds. Yet the embedded gendered and cultural discourses of the dancing body are 
being translated at the moment of performance. Indeed, the video was suggested by 
the national press to have dislocated the traditional image attached to military schools 
and described it as ‘youth subculture that overturns the serious image of the military 
school’ (Hung, 2005, n.p., my emphasis). Taking Bhabha’s insight (1990) to 
comprehend displacement as a form of translation, it can be argued that the acts of 
translation are visible in the dancing bodies through their costumes and locations. In 
other words, the format of the music video provides a stage for the body through 
which cultural and corporeal discourses can be re-negotiated for extra layers of 
meaning to be inserted. However, before embarking on an analysis, I would like to, 
first, return to the news article to delineate the basic cultural discourse against which 
the video is considered to have unsettled the dominant discourses. That is to say, 
when the news article articulates the idea of ‘seriousness’ with military schools, it is 
important to first examine the historical context through which military institutions 
are naturalised to become synonymous with seriousness.
The body, in the post war era in Taiwan, is understood through a set of corporeal 
dichotomies between the military body and the dancing body (see Section 3.3). In 
this era, owing to the specific socio-cultural and (inter)national milieux, the cultural 
policies were influenced by the discourses of ‘traditional culture which were 
politically-constructed as high in cultural hierarchy, serious in attitude and moral in 
its goal, impelling other non-govemmentally defined cultural forms, including 
popular culture, to be the opposite. In this context, military schools are places where
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the military body is crafted, and thus carry masculine cultural discourses o f morality 
and seriousness, which are a set of cultural assumptions reflected in the above piece 
of news.
Against this historical background, the military cadets’ reproduction seems to tacitly 
displace the gendered and cultural assumptions embedded in Honey, as well as in 
military schools. These acts of displacement can be grouped into three aspects: the 
dancing body, its costumes, and the spatial context of the performance. From the first 
aspect, the dancing body, the dichotomised cultural and corporeal discourses seem to 
be subtly displaced through the articulation of the body. The saluting position, in a 
uniform manner, is utilised, most noticeably in the first still shot (Figure 89), which 
highlights the military context. However, with the commencement of the music, this 
posture is dragged sideways in an unsteady and non-uniform manner which gradually 
develops into a hand posture of ‘YA’,^  ^ commonly used as a girlie gesture for 
photography. In this gradual switch of the gesture, the dancing body shifts the 
highlight, corporeally rearticulating the military context into a field of girlie 
(sub)culture. Corporeality, in this vein, is in translation at the moment of 
performance when a firm consistent stillness, commonly associated with the 
discourse of ‘traditional culture’ and of seriousness, is disturbed by shaky and 
unsteady girlie gestures in an undisciplined manner. The performing moment 
therefore becomes a scene where extra layers of meaning are created with the first 
meaning is being switched to the alternative connotation. It is in these performing 
moments that cultural codes are re-negotiated through the dancing body in that 
masculinity is feminised, professional becomes amateur, seriousness is altered to 
flippancy, and cultural hierarchy is destabilised. The dancing body in the remade 
Honey is, therefore, in a process of translation, creating a punned corporeality where 
the discourses of the dancing body, traditionally constructed as the opposite to the 
military body, are forcefully inserted into the body of the cadets at the moment of 
performance.
This ‘Y A ’ posture is formed by the index finger and tlie middle finger in the shape o f  V . In 
Taiwan, it is commonly used as a girlie photographic gesture, and comes with the sound YA carrying 
the same function as the word ‘cheese’ in American and European filming contexts.
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The displacements between the military and the dancing body also happen in the 
costumes used by the cadets. First, the ‘uniform’ of the cadets is a hybridised outfit 
combining the ceremonial military jackets with schoolgirls’ skirts. This hybridised 
outfit, therefore, puns between two contexts: while ceremonial jackets directly refer 
to the context of military, the deployment o f schoolgirls’ skirts refers to Cyndi’s 
constructed student identity. In other words, the hybrid uniform becomes the 
‘switch’ between the two contexts, as well as between the opposite gendered 
identities. By wearing these outfits, the cadets signify both male and female, and 
both military and girlie. Moreover, the use of uniform also suggests a mode of (re-) 
recycling. Originating from the military, Cyndi’s costumes in Honey denote a 
process of re-use of the military context into a popular cultural scene. However, with 
the military cadets’ re-use of Cyndi’s outfit, the already recycled military context is 
now re-recycled from popular culture back to its ‘origin’ through a detour of youth 
subculture. The dancing body in the music video, as a place where costumes are 
showcased, is therefore one of the key sites where complicated procedures of 
translation take place, creating a pun structure which is itself in a constant punning 
process.
From the second aspect of displacement, the posters carried by the cadets seem to 
provide a space for negotiation (Figure 91). As posters, in the military context, often 
feature nationalistic precepts, the replacement of the precepts with HONEY disturbs 
the nationalistic display. Through this displacement, the military body is punned to 
embody feminine connotations, mutating the historically-constructed dichotomy of 
bodily configurations in the post-war era.
From the third aspect of displacement, the spatial context of the performance disturbs 
the cultural signification historically produced in a space. Space, as Foucault (1979) 
demonstrated in his much-cited case-study of panopticism, is intricately linked with 
power relationship in that the centre signifies the social control, embodying different 
forms of power. From Foucault, it can be inferred that there is a dialectic relationship 
between space and power: while power is constanly constructed through the 
positioning of the spatial relationships, it also re-creates the space by giving different
The music video o f  Honey begins with an extreme close-up o f Cyndi’s make believe student ID card.
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meanings to the location, constructing space in a hierarchical manner. Taking 
panopticism as an example, while the centre signifies the power; this form of power, 
in return, defines the periphery and therefore creates what John Brian Harley calls the 
‘hierarchicalisation of space’ (2001, p. 158). Space is, therefore, never power-free, 
but is shaped by history and embedded power relationships. Taking Foucault’s 
insight into the performing space, the understanding of space thus needs to go beyond 
Peter Brook’s influential idea (1968) of the empty space, in which space is 
comprehended as ideologically neutral until a performer gives it meaning. Rather, 
space is enmeshed in the relationship between knowledge and power, characterising 
what contemporary scholars term ‘cultural geography’ (Atkinson et a l, 2005), or 
‘poststructuralist geography’ (Natter and Jones, 1993).
In the case of the remade Honey video, the dance is performed in defining locations 
which symbolises national and patriarchal power in a pedagogical institution. In the 
military context in Taiwan, these places include space in front of the statue of Chiang 
Kai-Shek and the rostrum in front of the national flag. In other words, these locations, 
like the central tower in Foucault’s panopticism, are socially and historically 
produced, embodying a higher scale in the signifying hierarchy through social 
practices. For example, the spatial location of the statue of Chiang Kai-Shek, 
commonly placed in the centre of the front square after the main entrance, contributes 
to a signification of the person as the patriarch of the school and therefore symbolises 
the national masculine ‘traditional culture’. The rostrum in front of the national flag 
embodies similar discourses,^^ epitomising the patriarch of the nation. Therefore, by 
contextualising the girlie dance of Honey in front of these places with the 
‘transvestite’ cadets ‘flirting’ with each other, their dancing bodies question the 
nationalistic as well as the partiarchical power, denaturalising the process o f spatial 
hierarchicalisation.
Reverting to the news article reporting on the remade Honey as ‘youth subculture that 
overturns the serious image of the militaiy school’ (Hung, 2005, n.p.), it could be
Space, in this view, is comprehended ‘like the text, both produced by and constitutive o f  society and 
embedded in a system o f  social practices’ (Natter and Jones, 1993, p. 169).
^  The rostrum in front o f  the national flag in commonly regarded, in Taiwan, as a place o f  social 
control where speeches are delivered, orders are issued and morning training sessions are overlooked 
by militaiy officials.
226
Chapter Seven
argued that this video unsettles and displaces the cultural discourses constructed in 
the post-war era. Through modes of hybridisation and recycling, the sense of 
displacement takes place in the dancing body, in the costumes and in its spatial 
relationships, mutating the spectacle to produce a sense of fun. In this sense, the 
dancing body translates gendered, cultural and corporeal discourses, creating a 
punned corporeality which is both masculine and feminine, refers to both the military 
body and the dancing body, and connotes ‘high’ culture and other ‘lower’ culture 
forms. This punned corporeality, created through the translation of the body through 
the contemporary online digital mediascape, was considered to be so furmy that it 
became an online sensation, so unusual that it hit the national news media and so 
untamed that it was argued to have the power to overturn the embedded cultural 
assumptions of the military school. The news article presented an attempt to 
comprehend and define this video by interviewing the officials of the military school 
where the video originated. According to these officials, the school ‘acknowledged 
that this is part of students’ graduation celebration’ and therefore ‘will not disallow 
this practice because it shows the creativity of the students’ (Hung, 2005, n.p.). By 
framing the act as a demonstration of students’ creativity, it can be argued that the 
military school tried to incorporate the mutated form of spectacle into its own 
discourses, presenting an attempt to tame the untamed in order to normalise the 
abnormal. The unsettling quality, or possible subversive-ness, the video might 
present is therefore always in a battle with what it aims to displace.
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7.6 Negotiating national hierarchy in Honey: a ‘Japanese’ dancing body as a site 
of contestation
Three years after the success of Honey (2005), the craze created by the music video 
had subsided owing to Cyndi’s further fast-paced releases.^^ Using similar modes of 
production, the frequent releases meant that a three-year-old product was considered 
as being outmoded, against the fast-changing and competitive field of Mandarin pop. 
However, in 2008, the news media in Taiwan reverted to re-focus on this particular 
song. The return of the media attention was caused not by the promotion of the 
record company, but by the attention to the transnational cultural flow in that 
imitating / parodying Honey" s dance became a populai* practice in Japanese manga 
(comic) subculture. This piece of news was first circulated as a gossip item on the 
Taiwanese Bulletin Board System, ptt.cc, on November 29, 2008, and appeared in 
national news media three days later. In the original article, jerrypotato (online ID), 
posted several YouTube links demonstrating the popularity of Honey" ^  dance in Japan. 
Jerrypotato pointed out that Honey was widely imitated by Japanese girls and that 
there were also animations created for the song. This article was posted in support of 
Taiwanese nativist nationalism by imagining three comments from a Japanese 
perspective, reading as follow,
1) The one who designs this costume is a genius; 2) Taiwan » » >  [stands 
for a repetition of the mathematic symbol of ‘is greater than’] China and 
Korea; 3) we are proud to be in the same linguistic bloc of using the Chinese 
characters [with Taiwan]
(jerrypotato [ID], 2008, n.p.)
In jerrypotato" s online article, one of the bedroom performances is chosen as his/her 
personal favourite, taking into account the appearance of the girl and her dancing 
ability. This article prompted over a hundred responses on the same day. In this 
section, arising from jerrypotato" s posting, I set out to analyse this video to argue that 
this performance is a form of corporeal culture in formation which, similar to
From 2005 to the end o f 2008, Cyndi released another six albums. There are three complete albums, 
including Cyndi with U  (2005), Magic Cyndi (2007) and Fly! Cyndi (2007); and three compilation 
albums, including Shining 2005  (2005), Red Cyndi (2008) and Beautiful Days (2009) (Avex Taiwan, 
n.d.).
Author’s translation: >  >  >  >
°  ’
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Bhabha’s understanding of culture, is ‘both transnational and translational’ (Bhabha, 
1994, p.247). In this sense, this section delineates the translational strategies involved 
in this transnational cultural practice, including modes of displacement and re-routing. 
In addition, I will point out that the process of corporeal translation stimulates intense 
discussion, contesting cultural and national hierarchy in a regional, yet transnational, 
context. The remade video chosen for this section will be referred to as the Japanese 
version, and the girl the Japanese girl. However, the use of these terms does not serve 
to essentialise the identity of the performer. Rather, this use takes the stance that the 
video is understood by the audiences as originating from Japan, a basis upon which 
cultural discourses are generated.
This video takes place with a bedroom context with a girl wearing a white mini skirt 
with a black tie on a dark green shirt, a black pair of knee-high socks and white 
gloves. The dance follows closely to the choreography of Honey. The Japanese girl 
poses in Cyndi’s classic bodily position with her right hand up vertically and her left 
hand on her hips, while her legs step forwards in a tapping position, facing the camera 
which has a side-tilted angle. Her right hand is immediately lowered to her right 
shoulder with her palm upwards, which resembles the posture of a bunny girl holding 
a tray. This posture is soon converted to striding hops with the begiiming of the 
synthesiser’s beat and the camera shows the performance in a straight-on manner. 
She kicks alternately, with her hands swinging backwards to the beat, delivering a 
punching movement quality which is direct in space, strong in weight and quick in 
time (Figure 93).
Despite the choreography of the two performances being very similar, the movement 
quality performed and the positioning of the body in relation to the camera are 
presented differently. Comparing the two hand swinging movements (Figure 92 and 
93), the Japanese girl performs in an energetic manner in contrast to Cyndi, who 
presents, in Laban’s term, a less-direct spatial relationship. The change of movement 
quality affects the execution of the dance with the Japanese girl opening her arms in a 
larger angle to her body than Cyndi. Moreover, the two performances are positioned 
differently in relation to the camera. The Japanese girl dances in a face-on maimer, 
showing her full torso, while Cyndi poses at an angle, concealing part of her body. 
These differences create an interpretative potential. In contrast with the Japanese
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girl’s performance which seems to indicate an extrovert approach, Cyndi’s manner is 
comparatively reserved, suggesting shyness.
Figure 92: Honey: swing (0.09) Figure 93: Japanese girl: swing 
(0.10)
Figure 94: Honey: hand gesture (0.13)
Figure 96: Honey: pumping (0.22)
Figure 95: Japanese girl: hand 
gesture (0.15)
Figure 97: Japanese girl: 
pumping (0.24)
This difference in movement quality is sustained for the rest of the dance. For 
example, the striding hop is followed, in Honey" s choreography, by a full vertical 
body rotation with the right hand held in a salute. Cyndi’s hand gesture embodies a 
less-direct quality with her hand gently touching her head (Figure 94), while in the
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Japanese version the gap between hand and head is considerably wider, suggesting a 
quality of directness (Figure 95). This contrast is continued in the subsequent 
‘pumping’ movement. The Japanese girl is face-on to the camera, vigorously 
pumping both hands with one foot kicking above her knee with full force (Figure 97). 
However, Cyndi slightly tilts her body to one side with her left foot moving 
backwards in a constrained manner (Figure 96). The Japanese girl, in this movement, 
corporeally displaces Cyndi’s small hops into over-enthusiastic bounces, 
transforming Cyndi’s indirect and reserved movement quality into a direct, robust and 
hyperactive manner, which would appear to be the opposite o f ‘c u t e n e s s D e s p i t e  
Cyndi’s choreography being meticulously followed, the Japanese version 
demonstrates a significant difference of movement quality and its accompanied 
gendered discourses. From the above perspectives, despite jerrypotato naming this 
version as the cutest, it nevertheless has a potential to be read as the opposite.
The Japanese version, in this sense, proves to be an ambiguous performance in which 
opposite meanings can exist at the same time. This ambiguity is presented in the 
contradictory comments from the audiences. On the one hand, it is recommended as 
one of the best versions (for example, by jerrypotato), stimulating essentialistic 
justifications to link Japan and the idea of ‘cuteness’. Comments such as ‘Japanese 
girls are so cute’ and ‘Japanese girls > foreign girls > Taiwanese girls’ repeatedly 
appear. However, on the other hand, the performance is also being equally 
criticised: ‘this Japanese girl’s performance is so rough, I couldn’t bear to watch her 
after Cyndi’ and ‘I prefer Cyndi because the Japanese girl is not so smooth in her 
performance’."^  ^ In other words, by contrast to the other five case-studies in this Part 
Three where audiences’ corporealities instantly ‘switch’ the dominant bodily 
construction into an opposite meaning through kuso, this ‘switch’ is relatively less 
conspicuous in this video. That is to say, while the five case-studies above 
demonstrate a clear process of translation through which a corporeal pun is created, it 
can be argued that the Japanese version is a half-way pun with opposite meanings 
emerging, yet not ready to take over the entire meaning. This ambiguous situation is
This is based on my working definition o f ‘cuteness’, which is o f physically small, relationally care- 
requiring and having sexual potential (see Section 5.1).
Author’s translation: ‘ r B o  % j ' j
Author’s translation: ‘ A  j '
231
Chapter Seven
reflected in the vacillating categorisation of the video by audiences: some refer to it as 
a kuso video, Avhile others use the term imitation or copy. The ambiguity of the 
categorisation reflects the embedded vagueness of kuso as a term, as well as the 
ambivalence of the video itself. However, it is precisely in the ambiguous space that 
interpretative possibilities are opened to the audiences, which allows the idea of 
nation to be negotiated.
The ambiguity presented in this video seems to result from the dislocation of two 
routes: the aesthetic route between original, imitation and parody; and the cultural 
route in the production of ‘cuteness’ in Taiwan. In the first route, imitation and 
parody is defined in relation to the concept of the ‘original’, impelling original into a 
higher hierarchy; while, in the second route, the Taiwanese music industry, according 
to Koichi Iwabuchi, ‘conscientiously copied’ the Japanese idol system in the 1980s 
(2002, p. 113) and, for this reason, the mode of production of ‘cuteness’ and its 
contemporary meaning in Taiwan remain closely associated to that o f a Japanese 
representation. Through these two routes, Japan achieved the status of authenticity, 
as the origin of ‘cuteness’ which historically influenced the modes of production of 
Mandarin pop, resulting in a higher national hierarchy. However, in the remade 
version of Honey, despite the girl’s identity not being able to be verified, she is 
comprehended by her Taiwanese audiences as Japanese and, by this very act of 
(mis)understanding, the girl displaces the coherence of the two cultural routes by 
reversing the direction of transmission. Japan no longer occupies the place as the 
‘original’ in the field of popular culture. Rather, the cultural transmission is reversed 
and a Taiwanese singer is now being copied by the Japanese. In this process, cultural 
transmission is re-routed: those used to be ‘accused’ of copying others have now 
become the source for those others to copy.
The cross-national encounter of a Japanese girl -  stereotypically understood in 
Taiwan as the embodiment of ‘cuteness’ -  dancing to Taiwanese ‘cute’ choreography 
in an ambiguous manner therefore creates a space where complex cultural politics 
collide, to be negotiated and contested by the online audiences. At the centre of this 
arbitration, an imagined national hierarchy is fought out through which Cyndi’s 
originality is upheld in a re-routing process. In jerrypotato"s article, where the 
national hierarchy between Taiwan, China and Korea is comprehended through
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Cyndi’s dancing body, her body is nationalised to be a symbol of Taiwan, 
encouraging a series of comments negotiating national hierarchy in Asia. For 
example, as ttprincess puts it, ‘Taiwan is going to be world super [national] power 
[and we should] all attribute credit to C y n d i I n  this comment, there is interplay 
between a construction on the imagined national hierarchy and the idea of 
authenticity. On the one hand, this comment shows the embedded sense of national 
hierarchy in Taiwan (T. Tsai, 2001) in that foreign powers, including Japan, occupy a 
higher echelon in the hierarchy. However, this argument, on the other hand, is also 
based on a dichotomised notion between original and copy where the former version 
is considered to be ‘better’ than the latter. Through being imitated by a Japanese girl, 
Cyndi, assigned by jerrypotato as the symbol of a nationalised femininity o f Taiwan, 
achieves ‘originality’. From the audiences’ viewpoint, Cyndi’s dancing body 
contributes to an upgrade of Taiwan in the national hierarchy and thus results in a 
sense of national ‘pride’. In this argument, the idea of original is understood as a 
closed system of being unique, regardless of the fact that the originality in this case is 
achieved in negotiation through an unsubstantiated assumption of the nationality of 
the girl. Regardless of these logical drawbacks, Cyndi, however, acquires 
authenticity in Taiwan through a detour to Japan and, in this process, Taiwan is 
imagined to reach a higher level on a national hierarchical scale.
To conclude, through a bedroom performance of Honey on the part of a girl with an 
unverified identity of Japanese, the performer’s dancing body seems to have 
ambiguously translated the corporeal discourse using ambivalent modes of 
displacement and re-routing. In this ambiguous space, the dancing body becomes a 
site where the national hierarchy is comprehended, negotiated and contested. In this 
process, the female dancing body is nationalised, being comprehended by audiences 
in various modes of interpretation. On the one hand, this phenomenon suggests that 
the dancing body is locally constructed, materialised through contestation in the 
context of reception. On the other hand, however, with the aid of the Internet, this 
local construction nevertheless involves a re-routing process in a transnational context. 
This transnational corporeal translation seems to contribute to the construction of 
Cyndi’s authenticity, despite her never having released any musical products in Japan.
! ! ! ’ H/29 13:22
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Among the online comiiients, for example, there is surprisingly very little criticism of 
Cyndi’s dancing. One comment, put forwai'd by qbei\ ironises this phenomenon: ‘no 
one dares to criticise [Cyndi] since now she is popular in Japan -  [Japanomania in 
Taiwan] likes everything the Japanese like’.'^  ^ This comment suggests that Cyndi’s 
popularity in Taiwan is achieved, apart from the official promotion, through the 
transnational subcultural network on the Internet. In other words, Cyndi’s fame is 
locally achieved in Taiwan tlnough promotions in mainstream media, as well as an 
international and paradoxical detour which bounces back to Taiwan, from Japan, via 
youth subcultural groups. This process revitalises Cyndi’s star image and at the same 
time re-addresses her authenticity. The corporeal translation in Cyndi’s case is not 
merely one-directional from Japan to Taiwan or vice versa, but constantly shuttling 
between different locations, media and echelons of cultural hierarchy, weaving an 
intricate web of corporeal meaning in the transnational contestations. These 
contestations are fast in speed and short in lifespan, presenting an outburst of 
arguments which are quickly settled. Yet it is precisely in this fashion that second 
meanings of the corporeality can be created to upset and mutate the dominant bodily 
configuration, ambiguously denaturalising its existence by creating different 
possibilities of interpretation.
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Conclusion to Part Three
When Clay Shirky (1999) argued that modem audiences are active consumers (see 
Jenkins, 2007), he confirmed a transformation of contemporary individuals, caused 
by the advance of technology and the rise of the Internet. Through analyses of six 
kuso videos, I have demonstrated that the practice this new type of audience initiates 
is a meaning-creating process in that extra layers of meaning are materialised through 
the displacement of cultural, linguistic, musical and corporeal signs. Most 
importantly, these practices involve a sense of ‘movement’ in that the dancing body 
displaces corporeal configurations, discourses and politics constructed in the targeted 
the body in motion. In other words, the idea of ‘movement’ refers both to a physical 
action, to dance, and to a conceptual movement, to displace. As a conceptual activity, 
the idea of ‘movement’ can therefore be phrased differently using different theoretical 
parameters. ‘Movement’ is the method through which the plundered goods are used 
in Jenkins’ theory (1992); the strategies of translation through which acts of 
displacement are carried out in Bhabha’s words (1990); and the modes of punning 
through which audiences actively manoeuvre through the intermedial constmction of 
an existing corporeal configuration in Redfem’s understanding (1984). Using the 
dancing body, the audiences are, in this sense, corporeal poachers, bodily translators, 
or physical punsters; the dancing body, in turn, becomes one of the most important 
features characterising this contemporary mediascape. The very act o f dance 
provides a medium through which cultural discourses and the politics of the body can 
be danced to the audiences’ tune, to be dislocated, mutated and made fun of at the 
moment of performance.
Through the above six kuso case-studies, I have explored and delineated possible 
strategies of ‘movement’ in the intermedial context centred on the notion of 
displacement, including interruption, generalisation, exaggeration, hybridisation, 
localisation, re-routing and (re-) recycling. These modes can be used to unsettle 
cultural discourses, which are operated according to Barthes’ system of myth, calling 
for the process of articulation to be de-naturalised and re-examined. Underpinning 
the other modes, the mode of displacement denotes dislocation of an elementary
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entity, be it a set of cultural discourses, body politics or configurations of signs. From 
the viewpoint of gender, cross dressing is commonly used in the kuso video (Section 
7.1; 7.4; 7.5), displacing the gender norms constructed in stars’ music videos. From a 
perspective of the dancing body, John’s splits posture is displaced by prostheses 
(Section 7.2); Teletubbies’ dancing bodies disrupt the politics of the body constructed 
in Agent J  (Section 7.3); the dancing bodies of the cadets dislocate the corporeal 
discourses of the military body (Section 7.5); and Cyndi’s restricted movement 
quality, often interpreted as a representation of shyness, is disturbed by a hyper-active 
performance (Section 7.6). From the linguistic viewpoint, while John’s name on the 
title page of Brewing Dance is displaced (Section 7.1), the linguistic displacement 
also takes place in a translingual context in the substitution of an English letter ‘ J ’ for 
a Chinese word ('Ding") (Section 7.3). Moreover, the mode of displacement also 
occurs between different linguistic hierarchies. Taiwanese, as a dialect, is often used 
as a strategy to displace the discourses of foreignness, high class and glamour 
embedded in Mandarin, the official language which symbolises the State (Section 7.1 ;
7.4).
The mode of interruption breaks or halts the continuity. This strategy is noticeably 
embodied in Brewing Dance (Section 7.1) where the music and the dance 
performance are interrupted by a phone call. In this interruption, a dance 
performance to a Mandarin song is replaced by an everyday conversation in 
Taiwanese in a quotidian standing posture. Thus it simultaneously interrupts the 
performance linguistically, musically, as well as corporeally. The mode of 
interruption is also presented in the voice over of the lyrics, recreating Taiwanese 
lyrics to a Mandarin song (Section 7.4). The kuso version discontinues the profession 
of love, inserting forcefully lavatorial details and thus interrupting the original song. 
In the mode of generalisation, I specify the dilution of the concept. In other words, 
the nuance of the sign is generalised, reducing its inlierited complexity to less-specific 
criteria. For example, the references to Chinese folk dance forms and Indian religion 
in Brewing Dance (Section 7.1) are over-generalised, which gives the referents a 
naïve appearance. The mode of exaggeration refers to an amplification of the 
meaning, or an overstatement. In this sense, the mode ol exaggeration travels in an 
opposite direction to that of generalisation to overemphasise the sign. For example,
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the introductory title o f Brewing Dance (Section 7.1) exaggerates the promotional 
slogan in its use of colour and freebie items on offer, while, in Agent Ding (Section 
7.3), the audio-visual relationship is overplayed.
In the mode of hybridisation, I refer to a cross-breeding of signs, which is most 
noticeably articulated by Mikhail Baklitin as ‘a mixture of two social languages with 
the limits of a single utterance’ (1981, p. 358). From the linguistic aspect, for 
example, John’s name and the title of the music video is hybridised through punning 
(Section 7.1). This kuso video also attests the hybridisation process on the level of 
the dancing body. The deployment of the peacock dance in Brewing Dance (Section
7.1) refers precisely to John’s hand gestures, inserting a subtext of Chinese folk dance 
through the framing of the camera shot. In this vein, from the boundary of a body, 
dance provides a medium tlnough which the body is hybridised. Through the use of 
costumes, the military unifoims combined with skirts in the cadets’ perfoimance of 
Honey (Section 7.5) are evidence of a mixture of two social contexts within the limits 
of a single body. It reflects Baklitin’s theory of hybridisation yet takes the dmicing 
body, rather than language, as its focus.
The mode of localisation designates a process of restriction to a local context, which 
is manifested through the use of TocaT artefacts and expressions. From the 
perspective of image, the make-believe freebies, include a Taipei traffic map and four 
vouchers for roast duck meals, are advertised in the title page of Brewing Dance 
(Section 7.1). Moreover, orange juice, with a visible Chinese brand, is ‘smuggled’ 
into the video to falsify the lyric of ‘the ancient and mysterious water in the river of 
Ganges’, and the lunch order in the telephone conversation includes street foods 
commonly available in Taiwan. From a semiotic viewpoint, local expressions are 
utilised in the re-written lyrics in Taiwanese (Section 7.4) and neologisms are also 
applied (Section 7.3). These localised expressions and meanings, therefore, reflect 
Redfem’s insight on the forms of a pun, in that they ‘take local variants, habitations 
and names’ (1984, p. 155).
Concerning the mode of re-routing, 1 denote a diversion of cultural routes, which are 
encoded in the dancing body. By contrast to localisation where the cultural, or 
corporeal, discourses go one way to be indigenised, the mode of re-routing reverses,
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diverts, or obfuscates the direction of cultural transmission. This mode is presented 
in the following four examples: first, the superficial detour of Chinese folk dance and 
Indian myth in Brewing Dance (Section 7.1); second, the ambiguous directions of 
cultural transmission between Teletubbies and Agent J  in the case of Agent Ding 
(Section 7.3); third, a re-visiting of the low class image historically attached to 
Taiwanese, as a language, in Love Yon (Section 7.4); and, fourth, the geographical 
detour through Japan where a ‘Japanese’ girl’s dance performance revitalises Cyndi’s 
dancing body (Section 7.6). It can be argued that the entangled etymology of kuso is 
yet another example. From its transference from Japan to Taiwan, English acquires a 
linguistic priority against Chinese and Japanese, impelling a sense of foreign-ness 
within ambiguous cultural route(s).
In the last mode, (re-) recycling, I refer to a process of re-use in motion. This mode 
reflects Redfem’s theory in that punsters are argued to be ‘intellectual do-it- 
yourselfers’ who recycle ‘odds and ends’ (1984, p. 34). (Re-) recycling, as a mode, is 
similar to localisation, for they both pick up left-overs; it is also comparable to the 
mode of re-routing, for they involve a dislocation of the cultural route. However, (re-) 
recycling, as a mode, suggests a stronger sense of circulation through which already- 
recycled items are constantly reused. The practices of (re-) recycling appear in, for 
example, the image of orange juice in Brewing Dance (Section 7.1), and the use of an 
already-recycled portrait of the Teletubby, Tinky Winky the terrorist, in Agent Ding 
(Section 7.3). Military uniform, refashioned in Cyndi’s Honey, reverts to the military 
context through a re-recycling process in the cadet’s performance of Honey (Section
7.5). Moreover, the process of (re-) recycling goes beyond the boundary of music 
video to reach the audiences’ everyday life. The popularity of Agent Ding also 
contributed to a new phenomenon of dancing to John’s songs in Teletubbies’ outfits, 
indicating a continuous recycling process through which the already recycled are 
again recycled, to be further recycled by the audiences in various private and public 
events (Section 7.3).
Through the above case-studies, 1 have demonstrated possible strategies of 
displacement in the process of punning / manoeuvring, the procedure of translation, 
and acts of poaching. Using the dancing body as a medium, audiences poach, 
translate and pun corporeal discourses constructed through pop music video, creating
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extra layers of meaning, often with an intention to produce laughter. In this sense, the 
logic of spectacle in mutated and converted into the logic of laughter, testifying to the 
existence of the third order of semiological system, the system of mimesis. The 
above eight modes, therefore, indicate a different approach through which a sign in 
the second layer (SIGN, Stage III) is used as a signifier in the third tier {Signifier, 
Stage i) through processes of maximisation, draining and distortion, serving a 
function to signify the logic of laughter.
However, unlike the clear-cut relationship between signifier and signified in the 
system of language, the intention in the system of corporeal mimesis is not always 
clear, and audience’ perceptions, or inteipretations, of the performances often 
compound the situation. In the case of kuso videos, despite the fact that there is a 
general inclination towards making fun and creating laughter, whether the 
performances are considered ‘funny’ or not is often a subjective judgement depending 
on personal taste, socio-cultural discourses and historical context. This mixed 
reaction towards the extra layers of meaning created is aptly captured by Redfem’s 
pun theory, which describes that the experience of pun is like being on a ‘switchback’, 
and the jolt can ‘breed laughter, nervous or otherwise’ (1984, p. 15). In other words, 
although kuso videos loosely follow a logic of laughter, it may not necessarily be 
equated as fun by the audiences. To put it in other words, the process of conversion 
from SIGN (Stage III) to Signifier (Stage /) and further to Signified (Stage ii) may not 
always be successfully fulfilled; and there is an ambiguous in between area in the 
system of mimesis which is largely defined by personal taste and the social, cultural, 
historical context in which the audiences are situated.
Triggered by the difference in the audiences’ perception, the ambiguity existing in the 
system of mimesis therefore foregrounds the ambivalence within the concept of 
parody, imitation and mimesis. Most importantly, this uncertainty characterises the 
vacillating connotation of kuso. It is tlirough the receiver that the meanings of 
‘ironic’ and ‘comic’ are defined and divisions between similarity and difference are 
clarified. In the six case-studies of kuso, for instance, while there are examples more 
uniformly referred to as kuso videos (Section 7.1; 7.2; 7.3; 7.4), there are also 
audiences using the notion of imitation or copy to comprehend the performances. In 
the cadets’ performance for Honey (Section 7.5), while the news media categorises
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the video as ‘imitation’ (Hung, 2005), it is also referred to as kuso by a few online 
audiences (Sky [ID], 2005). Another instance comes from the Japanese version of 
Honey (Section 7.6). Despite the video originating from a Japanese subcultural 
website, Nico Nico Douga (T L  3  jz  3  K @ ) and being first circulated in Taiwan 
through BBS, both important sites for the practices of kuso and parody, the 
performances are mostly referred to as imitation. The different use indicates that the 
term kuso is variously used and not uniformly agreed. The inherited ambivalence of 
the term comes from its translingual in-between-ness, as well as unsettled definitions 
of parody, imitation and mimesis, and the heterogeneous perspective from the 
audiences. As a translingual practice, the meaning of kuso is therefore performatively 
constructed: its meaning is defined and negotiated at the moment when performances 
reach local audiences, with its nuance shuttling between different audiences’ 
perspectives between ironic and non-sarcastic, between comic and unfunny, and 
between the perceived similarity and identified differences. The ambiguity embedded 
in the term is therefore a space where the meaning of kuso is fought over between 
local users, facilitating new meanings to gradually ‘emerge in the host language 
itself (Liu, 1995, p. 8).
Following Kant’s sense (cited in Redfern, 1984, p. 56), kuso practices often attempt 
to create laughter by transforming a strained expectation into nothing. In other words, 
performers have a tendency to create a ‘switch’ to suddenly divert, or contradict, 
cultural discourses and body politics in order to generate more laughter. The ‘switch’, 
in this context, often functions as a springboard through which the performers ‘leap 
out’, conceptually, to change, divert and upset the targeted video, traversing the 
ambiguity between the Signifier (Stage /) and the Signified (Stage ii), negotiating 
performatively the meaning of kuso. Whether their attempts are successful or not is 
decided by local audiences, and in the landscape of kuso, some are consider funnier 
than others. In this sense, the system of mimesis is different from the system of 
language in that the relationship between the signifier and the signified is more 
ambiguous. The eight modes demonstrated in this part, therefore, are strategies for 
this conceptual jump aiming to create more laughter and higher degrees of fun; they 
are experimental, with the performers trying their best to leap further and to create a 
more powerful catch. These strategies are constantly being tested by the subcultural
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practitioners, to be altered, expanded or abandoned, d here fore, diiïèrently from the 
strategies used by pop stars which aie clearly articulated according to the logic of 
spectacle, creating a prominent trail in the development of star image, the methods 
used in so-called kuso videos to signify laughter are less clear. They exist on the edge 
of the conceptual springboard and are characterised by their experimental and often 
short-lived existence.
So far I have delineated the different methods through which the system of myth (i.e. 
star) may be ‘converted’ into the system of mimesis (i.e. kuso) through processes of 
maximisation, draining and distortion, transforming spectacle into laughter. This 
process, however, is conditioned. Reverting to the choice of case-studies explained in 
the Part Three Introduction, there seems to be a remarkable omission in kuso 
subculture taking Coco’s dance in music video as a target. In other words, in Coco’s 
case, the system of myth seems to have failed to be converted into the third tier, 
indicating a blockage to the system of mimesis. Taking into account Coco’s long­
standing and still active career, the large amount of musical products she released and 
her famous 'bottom movement’ in her dance, the lack of kuso video taking her dance 
as the theme seems to be strikingly unusual. The reason for this phenomenon, I 
would suggest, lies in the different construction of her star image, the socio-cultural 
contexts in which this image emerges, and the different degrees through which the 
dancing body naturalises different cultural discourses.
In Part Two, through close analyses on the construction of the star images of Coco, 
John and Cyndi, I have argued that there exists a corporeal hierarchy in understanding 
the tliree dancing bodies. This hierarchy originates in the interplay between two 
spectra: the modes of historically-constructed feminine representation in the genre of 
Mandarin pop, ranging from ‘cuteness’ to ‘sexiness’, and the spectrum of 
geographical imaginations, ranging from ‘local’ to ‘international’. With 'cuteness’ 
having an embedded limitation in the development of star image (see Section 5.1), 
and the logic of spectacle in Mandarin pop historically directed towards foreignness, 
high class and glamour (see Section 3.5), ‘sexiness’, with a mode of representation 
highlighting internationalism, is considered to be one of the most spectacular 
configurations. This highest form of spectacle is embodied in Coco’s star image from 
the beginning of her career, constructing her as a ‘sexy’ star with a media focus on
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her Chinese American identity. This mode of production affects the construction of 
Coco’s dancing body and the way this is comprehended by audiences. Compared 
with the other two stars, Coco’s performance is extensively regarded as naturally 
'sexy’ and ‘advanced’. In Barthes's tlieory, one of the major features of myfh is its 
ability for naturalisation (1972, p. 129). In Coco’s case, various gendered and 
nationalised signs are essentialised as a feature of ‘American-ness’, creating a 
corporeal myth winch intrinsically embodies the logic of spectacle in Mandarin pop. 
From this perspective, Coco seems to have exemplified the logic of spectacle more 
effortlessly than the other two stars. Kuso, with its embedded sense of ridicule (‘to 
jnuck up’), therefore has a tendency to bypass the most spectacular coiporeal myth 
and to focus on other comparatively ‘vulnerable’ examples such as John and Cyndi.
From the six kuso videos circulating in the Taiwanese mediascape, I have delineated 
different strategies of displacement -  interruption, generalisation, exaggeration, 
hybridisation, localisation, re-routing, and (re-) recycling -  through which audiences 
manoeuvre, translate, actualise, and poach stars’ dancing bodies. Through these 
modes, audiences switch the construction of the dancing body in the system of myth 
into the system of mnnesis, diverting the logic of spectacle into a logic of laughter. In 
other words, audiences assume an important role in this process through which 
different possibilities are ‘entertained’. I use the word ‘entertain’ in Redfern’s sense 
where he argues that puns are ‘all about entertaining possibilities -  a pun itself, where 
“entertaining” is both an adjective and a transitive present participle’ (1984, p. 179). 
In other words, puns ‘consider’ the possibility of creating an ‘amusing’ effect. In this 
sense, kuso videos ‘entertain’ the extremity  ^of corporeal and linguistic possibilities to 
‘entertain’ audiences. They create a punned corporeality with more than one sense, 
referring to the targeted star, the socio-cultural and historical context, and at the same 
time twist the embedded cultural discourses and the politics of the body. However, 
this process is nevertheless conditioned by a coiporeal hierarchy and the degree of 
naturalisation of the targeted star image. In Coco’s case, the fact that her dancing 
body is considered as ‘natural’ and is comprehended as being in the highest echelon 
of corporeal hierarchy seems to leave her music video almost-untouched by kuso 
practitioners. This phenomenon leaves a remarkable void where the myth of perfect 
translation appears, imitates all cultural discourses and smoothes out all
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contradictions, demonstrating one of the prominent disjunctures in the kuso 
mediascape.
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Chapter Eight
Corporeal pun
The dynamics of the dancing body and the formation of the corporeal history in 
contemporary Taiwan
The dancing bodies of ‘cuteness’ and ‘sexiness’ are major cultural phenomena in 
contemporary East Asian mediascapes. Based on this observation, this thesis has 
taken the field of Mandarin pop in Taiwan as a nodal point to explore the widely- 
known (by the general public), yet little-studied (by scholars), coiporealities of dance 
stars. Through digitalised online networks, these bodies are constantly being 
transferred, reproduced and mutated across national and medial boundaries according 
to users’ demands. Travelling at high speed tlmough tlie Internet, these dancing 
bodies show a tendency to displace, re-articulate and re-signify tlie ‘original’ 
meanings, continuously and intentionally, propelling bodies with multiple meanings 
into existence. In other words, these dancing bodies are ‘punned’ coiporealities, 
which materialise in and through various acts of corporeal translation. Against the 
transnational and intermedial contexts, I argue that the force of punning translation is 
a major cultural impetus in the contemporary world; therefore, this force needs to be 
acknowledged and explored. In this final chapter, I interrogate the fundamental 
theme of this diesis -  the force of punning translation -  to delineate the process of 
corporeal translation (Section 8.1; 8.2), theorise punned corporeality (Section 8.1; 
8.2), analyse its embedded cultural mechanism and corporeal dynamism (Section 8.2), 
and explore its social, cultural and historical signifrcance (Section 8.3). These themes 
will be used as a springboard to advance my attempt to excavate an embodied form of 
global cultural landscape, a corporealscape (Section 8.3), and I will argue that the 
case-studies examined in this thesis -  Coco, Cyndi, John, huso practitioners and the 
Blackie Show itself -  are events in the vast and transcultural corporealscape in East 
Asia.
Ill order to pursue the above issues, this chapter is divided into three sections, with the 
first two (8.1; 8.2) centring on the operative feature of punning translation and the last
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(8.3) revolving around its historical significance and global implication. Starting 
from two of the biggest parts of this thesis, the first section (8.1) compares the 
dancing bodies in tlie mass-mediated (Part Two) and vernacular fields (Part Thiee). I 
inspect the force of translation, theorise the punned corporeality and delineate the 
operative logics individually in these two fields. On the basis of these findings, the 
second section (8.2) returns to the performing moment of the Blackie Show to analyse 
its embedded ambiguity. This moment will allow the cultural mechanism and 
corporeal dynamism of the punning translation to be examined. The social and 
cultural significance of the foree will also be discussed. In the final section (8.3), I 
explore the historical and global implications of punning translation. Through a re­
engagement of the case-studies, I will point out that the force of punning translation is 
intrinsically a historical drive, having abilities to paradoxically create a globalised 
local history. This feature of history will then be used as a means to propel an extra 
layer of global cultural flow, a corporealscape, into materialisation. Taking into 
account the above social, cultural and historical significance of the dancing body in a 
globalised framework, I will, finally, re-emphasise the importance of dance in the 
music video to point out a significant, yet largely overlooked, route for future 
research.
8.1 Corporeal pun as a product of corporeal translation: logics and definitions
Starting from the Blackie Show where ‘cuteness’ and ‘sexiness’ aie performed in the 
mass-mediated field, drawing upon vernacular practices, tins thesis has pointed out 
the in-between-ness of the performing moment and suggested an embedded causal 
relationship o f the two social fields (Section 0.1). From this implied relationship, 
together with Dodds’s notion of ‘circuit of reinvention’ in the development of music 
videos’ dance styles (2009, p. 259), I have taken the Blackie ShoM^  as an event in this 
circuit and have analysed the dancing body in the music video in a mass-mediated 
field (Part Two) and in a vernacular realm (Part Thiee).
In both contexts, the dancing bodies are characterised by a force of displacement. In 
the mass-mediated field, the three dance stars analysed in Part Two shows different 
ways through which displacement is enacted. In Coco’s ‘sexiness’, her hyper-
245
Coiiciüsian
sexualised and Americanised presentation ni the music video is constantly in a 
process of localisation, to be re-interpreted as sex-less with a highlight of 
‘Chineseness’ (Chapter 4). Strongly influenced by the Japanese idea of kawaii where 
sexual subtext is often assumed, Cyndi’s dance of ‘cuteness’ in the music video is, in 
the context outside this fomiat, localised into a sex-less configuration and re-routed 
to be ‘Made in Taiwan’ (Chapter 5). In the case of John, her early ‘cute’ and rhythm- 
less body with a strong sense of localism has been reinvented over the years through a 
process of internationalisation into a hyper-sexualised form of corporeality with 
strong American and European connections (Chapter 6). In the vernacular context of 
kuso, displacement is one of its key features, being experimentally manifested by its 
practitioners. Their strategies of displacement include -  but are not limited to -  
interruption, generalisation, exaggeration, hybridisation, localisation, re-routing, and 
(re-) recycling (Chapter 7).
Displacement, according to Bhabha (1990, p. 210), is a modern form of cultural 
translation (Section 2.1). Using Bhabha’s insight to examine the case-studies 
summarised above, what these social agents -  pop stars and kuso practitioners -  
exercise is arguably an act of translation. Deploying the dancing body in the music 
video as the key medium for cultural translation, these dancing bodies, however, 
challenge Bhabha’s theory of a textual-centred approach which remains to be 
confined within the boundary of a single medium (Section 2.1). Calling upon Rey 
Chow’s theory (1995, p. 197) of cultural translation, which asserts the impotence of 
intermediality (Section 2.1), in tandem with the highlight of the (dancing) body 
within the cultural approach in the field of dance studies (Dempster, 1995; Thomas, 
1995; Foster, 1996; Cooper Albright, 1997; Desmond, 1997) and gender studies 
(Butler, 1990; Bordo, 1993), I argue that the dancing bodies analysed in Part Two and 
Part Tlmee demonstrate an act of what I call coiporeai translation (Section 2.2). The 
intennedial nature of music video (Section 1.1) therefore offers an excellent example 
to examine Bhabha’s theory with the dancing body within this fonnat questioning the 
scope of cultural studies in general. In this process, the dancing body in the music 
video highlights the need to extend the scope of existing scholarship, calling for a 
strategic reinvention of theories. The tendency towards reinvention is a major feature 
chai'acterising cultural studies and is the chief theoretical foundation upon which this 
thesis is based (Section 1.3 ). Deriving from the phenomenon of the dancing body in
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the music video, this thesis argues a need to coin and theorise a new temi -  corporeal 
translation -  and it is my suggestion that this concept needs to prioritise the body as 
an analytical parameter per se. I therefore define corporeal translation as the 
displacement of different forms of corporeality -  of its body politics and cultural 
discourses — in transnational and intermedial contexts which characterise the 
contemporary world.
The force o f displacement of the body is an important impetus for the emergence of 
corporeal puns. In the mass-mediated field, Coco’s ‘sexiness’ is both hyper- 
sexualised and sex-less, being Americanised and sinocised at the same time (Chapter
4). In Cyndi’s example, ‘cuteness’ denotes neither genuinely Japaneseness nor fully 
Taiwaneseness, neither having sexual potential nor being entirely desexualised 
(Chapter 5). In the case of John, she is both ‘sexy’ and ‘cute’ yet neither wholly 
‘sexy’ nor completely ‘cute’, depicting a hyper-sexualised femme fatale while at the 
same time demonstrating a tearful and care-requiring image (Chapter 6). In the 
vernacular context of kuso, drawing upon pop music videos yet creatively and 
intentionally displacing the targeted presentations, the kuso dancing bodies highlight, 
and at the same time contradict, the coiporeai configurations constructed in the mass- 
mediated field, mimicking ‘glamour’ with atypical bodies and transvestite / 
transgender behaviour (Chapter 7). In these case-studies, the punned dancing bodies 
shows a tendency to penetrate national boundaries, gendered identities, corporeal 
styles and cultural nonns: they ‘manoeuvre’ in / tlnough / across the notional ‘room’, 
transcending different forms of boundaries to acquire extra layers of meaning. 
Having ‘room to manoeuvre’, defined by Redfern (1984, p. 122), is the central feature 
of the puns, which aie ‘two-faced, double-tongued’; they are ‘bastards, immigrants, 
barbarians, extra-terrestrials’; they ‘intrude’ and ‘infiltrate’ to offer ‘simultaneous, 
competing references in the same unit’ (1984, p. 11, p. 4 and p. 26). In these case- 
studies, the meaning of the body is multiplied in the process of displacement; new 
connotations are materialised thiough corporeal translation, creating punned 
corporeality. In other words, the acts of corporeal translation directly contribute to 
the production of coiporeai pun. Corporeal pun can therefore be defined as the body 
with multiple, yet often contradictory, meanings. It is characterised by its propensity 
towards reinvention and has the potential for new eonnotations to be imported into
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and superimposed on current configui’aiions, featuring simultaneous and competing 
meanings within the boundary of a body.
The fact that the dancing bodies in Pait I'wo and Pail fhrec are various forms of 
corporeal pun suggests that those dancers -  pop stars and kuso practitioners -  are 
punsters. This confirms my theoretical interrogation within existing scholarly works 
revolving around tan studies (Section 1.2). Departing from Jenkins’s classic 
definition of the fan ( Jenkins, 1992, p. 223), 1 have suggested that the term has lost its 
conceptual accuracy in the contemporary w^orld. This is because of the embedded 
dichotomised foundation, which comprehends ‘subculture’ as being the opposite of 
the ‘mainstieam’. In the case-studies examined in this thesis, the dancing bodies, 
despite their different categorisation in social fields, are involved in acts of 
displacement, i.e. corporeal translation, which alter, poach or mutate cultural 
assumptions and body politics in a most quotidian yet revealing way. By theorising 
the idea of punned coiporeality and by defining different social agents by what they 
do, rather than who they are, this thesis therefore articulates a possible idea to 
conceptualise the accepted, yet eontradiction-laden, notion of the fan for future 
theoretical development.
Despite the dancing bodies in these two social fields -  mass-mediated and 
vernacular -  sharing similarities in that they both translate meanings to create 
corporeal puns, there are nevertheless two chief differences in their construction of 
the punned bodies. The first difference shows in the medial function in the 
construction of the first meaning in the punned body. In the case of Coco, Cyndi and 
John, the major meaning of their star image is constructed in, and understood by the 
audiences through, the music video. The second meaning is, in most cases, being 
articulated through other media, including newspapers, magazines, radio, etc. This 
argument is particularly precise in the case when the first definition of the star image 
is stable, for example. Coco’s ‘sexiness’ (Chapter 4) and Cyndi’s ‘cuteness’ (Chapter
5). However, in the case of John (Chapter 6), with her early image being 
characterised by bipolar audiences reception, the priority of music video in the 
construction of her star image is questionable. Yet with her successful transformation 
into the trope of 'sexiness' especially after 2006, the difference in medial function is 
now similar to the case-studies of Coco and Cyndi (Section 6.3). This division in
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medial function is nevertheless different from kuso. Mainly transferred through 
online networks, music video is the first and often only medium for distribution. 
Kuso videos, in most cases, are only adopted by other forms of media, especially 
mass-mediated, after the creation of a social phenomenon such as a dance craze.
Despite the difference between medial functions in the two social fields, the above 
phenomenon, however, demonstrates the significance of the music video as a 
contemporary cultural form (Beebe and Middleton, 2007). Most noticeably, it 
accentuates the importance of the dancing body in the music video as one of the 
prominent features in the sound-image intersection. By acknowledging the status and 
the function of the dancing body in the music video, this thesis continues to promote 
the perspective derived from the tradition of dance studies (Buckland 1993; Dodds 
2002; 2009) as a means to fill the gap cunently experienced in the music video 
studies in general (Section 1.1). My goal for this thesis is to contribute to the 
continuous efforts in the field of dance studies to highlight the importance of the 
dancing body as a culturally-significant medium as a means to attract attention for 
this widely-understood yet little-studied corporeality in East Asian popular culture.
The second difference of punned corporeality between the mass-mediated and the 
vernacular is their operative logics. In the case of Coco, Cyndi and John, their star 
images have a tendency to follow the logic of spectacle. Drawing upon Kellner’s 
revision (2003, p. 10) of Debord’s theory of spectacle, I comprehend the society as a 
combination of many spectacles, each with its own logic (Section 1.2). From this 
theoretical positioning and tlnough a historical analysis, I point out that the notion of 
spectacle in Mandarin pop is highly historically-infonned and the ideas of foreignness, 
high class and glamour form its main features (see Section 3.5). This finding has 
been combined into an interdisciplinary invention of a methodological model -  the 
diagram of translation-as a means to analyse the tlnee pop stars and the result shows 
a tendency in the development of the star image according to this cultural notion of 
spectacle. Moreover, the corporeal hierarchy demonstrated in the Prologue is also an 
outcome of a direct engagement of the idea of spectacle (Part Two Conclusion).
In the vernacular field o f kuso, however, the principal operative logic is laughter, with 
the idea of laughter closely reflecting Kant’s view based on an abrupt annihilation of
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expectation (see Redfem, 1984, p. 56). Since Mandarin pop’s idea of spectacle is 
based on the notion of foreignness, kuso examples analysed in Part Three show a 
strong tendency to draw upon the idea of localism as a means to nullify the spectacle 
and to create laughter. Strategies for the sudden negation include the use of dialects, 
local expressions, gestures, everyday items, etc. (Part Three Introduction). Reverting 
to the two fields I have so far examined, there are sets of dichotomies existing 
between the mass-mediated context (Part Two) and the vernacular field (Part Three). 
In the former category, pop stars form its chief social agents, constructing the idea of 
authenticity of their gender identities and corporeal styles according to the logic o f  
spectacle. In contrast, in the latter category, kuso practitioners imitate or parody the 
former group according to the logic o f  laughter. These dichotomies are where this 
thesis begins with their relationship illustrated in Table 1 (Section 0.1). However, 
with the analyses of case-studies completed and with the cultural contexts explained,
I would like to highlight an extra set of cultural binaries -  between foreignness and 
localness -  in this table. Despite not paying too much attention to this binary at this 
stage, it will be used in the last section (8.3) as a key tool to excavate an embodied 
layer of cultural landscape, a corporealscape.
8.2 Translating the translated / punning the pun: cultural mechanism, corporeal 
dynamism and the logic of exchange
Starting from the Blackie Show, I have pointed out that the show is situated in 
between mass-mediated and vernacular contexts, and between ‘original’, imitation 
and parody (Section 0.1). Most importantly, its introduction demonstrates a notable 
causal relationship in that the performers gradually become stars through various 
events designed in the show, achieving ‘originality’ through imitation and parody. In 
the Introduction, I tentatively indicated the existence of the logic of exchange and, in 
this concluding section, I would like to explore this operative principle as a means to 
directly respond to the overall research question of the in-between-ness and 
ambiguity of the performing moment.
Apart from different social fields and aesthetic categories, there is an extra layer of 
in-between-ness demonstrated in the Blackie Show: between laughter and spectacle.
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As cited in the Introduction, the official goal set for the programme is to provide 
‘maximum amounts of laughter’ (Star Group Limited, 2010, n.p.). With the subtitle 
of the programme incorporating kuso, the idea of laughter stated above is, however, 
different from the logic of laugher in kuso. In the Blackie Show, despite often 
drawing attention to kuso elements, the show most commonly depicts a bowdlerised 
version in that elements with interpretative possibilities regarded as offensive, or 
glamourless, are often sanitised. From a linguistic perspective, phrases with sexual 
and derogative implications are erased in most cases. From a corporeal point of view, 
the physique of the Blackie Girls conforms to a feminine norm of corporeality in 
Mandarin pop, expuigating the ‘atypical’ or ‘out-of-control’ body -  be it hyper­
masculine, anti-feminine, untrained or overweight -  often seen in kuso presentations. 
In this sense, the logic of exchange in the in between field is, similar to spectacle in 
the mass-mediated context and laughter in the vernacular field, also characterised by 
acts of displacement.
Reverting to Bhabha’s notion of translation (1990, p. 210), which is defined as acts of 
cultural displacement, the logic of exchange, exercised at the performing moment of 
the Blackie Show, is therefore a moment of translation of corporeality based upon the 
already-translated body configurations of the stars and of the kuso practitioners. The 
performing moment of the Show, therefore, is a moment of translation in translation 
and a punning moment in pun. The ‘meta-practice’ testifies to the existence of 
cultural mechanisms in that the Blackie Show is one of the intersecting points 
between two systems -  the mass-mediated and the vernacular -  in operation.
To view the logic of exchange in a microscopic view, the cultural mechanism is 
triggered by the momentum created at the moment of ‘movement’. In this thesis, the 
idea of ‘movement’ is used in a double meaning as a physical practice of dance and 
conceptual activity of the re-articulation of corporeal aesthetics. Reverting to the 
three methodological models deployed -  the model of triple performativity, the 
diagram of translation and the three-tiered sign system — the show is thus 
theoretically located in a fissure in the third layer of triple performativity in the 
conversion of ‘original’, imitation and parody, situated at the diverting moment in the 
diagram of translation, and positioned in the transference between the system of myth 
and the system of mimesis in the three-tiered sign system (Part Two Introduction;
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Part Three Introduction). These acts of conversion, diversion, and transference, it can 
be argued, materialise in the engagement and exchange between different 
‘movements’, which denote vaiious performative ways, modes of punning / 
manoeuvring, ways of actualisation, methods of articulation, translational strategies 
and tactics in using plundered goods. The performing moment, therefore, is the 
trigger of cultural mechanism with the dancing body stimulating a corporeal 
dynamism through dance. This dynamism translates the already-translated and puns 
the pun as a means to exchange laughter for spectacle.
I argue that the cultural mechanism and corporeal dynamism trigged by the force of 
punning translation are socially and culturally significant. From a social perspective, 
the process of punning translation is arguably an important force to propel the fluidity 
of social categories and cultural fields. Through the Blackie Show, the Blackie Girls 
are offered possibilities to elevate their social ‘class’ by attending the ‘class’ on 
Channel V. In this process, cultural practices of kuso, traditionally confined to 
cyberspace, begin to enter nationally broadcast television channels. This tendency is 
also reflected in kuso videos. Circulated online, ‘successful’ versions^ often achieve 
sudden fame and are reported as national news (Section 7.1; 7.5; 7.6). From 
cyberspace to national television, from kuso practitioner to potentially public figure, 
the act of punning translation stimulates social mobility through a complex cultural 
mechanism and corporeal dynamism, exchanging laughter for spectacle, switching 
vernacular into mass-mediated contexts and upgrading the social class for the 
performers. The force of punning translation, in this sense, has the ability to 
strategically bypass the power-defined social fields through manipulation of cultural 
discourses and body politics of the gendered dancing bodies.
From a cultural viewpoint, punning translations negotiate cultural meanings of 
linguistic terms in and through performance. From a semiotic perspective, ‘sexiness’ 
and ‘cuteness’, as presented by the three stars, carry context-specific meanings and 
are constantly justified, explained, performed, argued and challenged by the stars, and 
their audiences, in a transnational and intermedial context (Part Two). In the case of 
kuso, the meaning of the term is continuously being arbitrated in and through
’ Most o f  the case-studies listed in Part Three belong to this category.
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performance (Part Three). When Lydia Liu (1995) theorises what she termed as a 
‘translingual practice’, she argues that the transference of semiotic terms between two 
linguistic blocs may transform the meaning. Liu’s theory aptly captures the semiotic 
mutation of kuso from a Japanese minor swear word, ‘shit’, to the meaning of 
‘parody’ in Chinese. However, her view does not seem to fully explain the unstable 
features in the case of ‘cuteness’ and ‘sexiness’. Despite the Japanese term kawaii 
and the Lnglish word sexiness being commonly understood in Taiwan, the linguistic 
split between the two languages, i.e. between Japanese and Chinese, and between 
Lnglish and Chinese, is much less conspicuous than the case of kuso. For this reason, 
I suggest that linguistic terms need to be regarded as different forms of potentially 
porous configuration, which can be ‘infiltrated’ or ‘manoeuvred’ in the process of 
punning translation. By opening the definition of translation to include other 
possibilities, including a corporeal potential, I argue that these linguistic terms are 
outcomes of translational practices. Through this process, different forms of cultural 
definition are allowed to be manifested into existence, linguistically and corporeally. 
The force of punning translation, in this vein, is arguably an embodied form of 
cultural force, which continues to participate, performatively yet tacitly, in the 
formation of cultural knowledge.
8.3 Punning translation as a historical force and the emergence of a 
corporealscape
In the previous section (8.1), I have suggested that the cultural mechanism is 
triggered by ‘movement’, which carries a double meaning of a conceptual and a 
corporeal motion, and this ‘movement’, under different methodological perspectives, 
can denote various performative ways, modes of punning / manoeuvring, ways of 
actualisation, methods of articulation, translational strategies and tactics in using 
plundered goods. Lach of these modes, suggested by contemporary cultural theorists, 
are argued to have an embedded sense of historicity in that they contribute to the 
formation of histories of corporeality, of gender, and of aesthetics. I have pointed out 
that there is an embedded sense of historicity in the three methodological models: 
Butler’s idea of performativity, Redfem’s notion of pun and Barthes’s idea of sign
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(Part Two Introduction and Conclusion). In theories relating to cultural translation,^ 
this tendency is also prominent (Chapter 2) and can be traced in modem 
understanding of mimesis (Taussig, 1993). Therefore, from the contemporary 
scholarly viewpoint, the idea of ‘movement’ and its constructed mimetic forms 
suggest a process of history in formation. Indeed, the dancing bodies of the three 
dance stars, now forming a part of collective corporeal knowledge as demonstrated in 
the Prologue, are constructed through continuous acts of corporeal translation. The 
process of the constmction -  the ‘prehistory’ -  of corporeality has, at the 
contemporary moment, become a part of the history, reflecting what Michael Taussig 
argues that ‘the history of mimesis flows into the mimesis of history’ (Taussig, 1993, 
p. xviii). The notion of ‘movement’ is, therefore, a process through which 
reinvention is animated, mimetic faculties are formed, cultural mechanisms are 
activated, corporeal dynamism is triggered and history is propelled.
This history of the body, despite being mainly produced, broadcast and formed in the 
Taiwanese mediascape, seems to carry a global imprint. In other words, constructed 
in the mass-mediated context within a national boundary, this history seems to 
convey ultra-regional somatic connotations, and at the same time is characterised by 
vernacular corporeal meanings. This is a direct influence of the last set of cultural 
binaries between foreignness and localness that I have highlighted (Section 8.1). This 
curiously contradictory phenomenon, it can therefore be argued, is a result of the in 
between cultural positioning of the Blackie Show: between Mandarin pop, where 
‘foreignness’ foims its logic of spectacle, and kuso practices, where localism is 
pronounced.
The paradoxically globally-informed local history of corporeality reflects one of the 
important features in what Appadurai (1996) terms the work of the imagination, 
which is the theoretical framework upon which this thesis is based. Appadurai argues 
that local subjectivity in the age of modernity is produced in and nurtured by this 
imagination, which is characterised by ‘a bewildering palimpsest of highly local and 
highly translocal considerations’ (1996, p. 198). This phenomenon is impelled by the 
fact tliat ‘spatial localization, quotidian interaction, and social scale are not always
■ See Grossberg’s analysis on Hall (see Grossberg 1996) and Bhabha (1990).
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isomorphic’ (1996, p. 179). Indeed, in the case of the Blackie Show, its geographical 
space, as a programme produced in Taiwan, is constantly in negotiation with the force 
of deterritorialisation of media and of migration. From the perspective of media, the 
social scale projected in Mandarin pop goes beyond national boundaries, 
characterised by intensive foreign / diasporic imprints from various Asian, American 
and European countries, while, from the perspective of migration, quotidian 
interaction, through the Internet, is now decidedly global, blurring the boundaries of 
different forms. Demonstrated in the Prologue, the collective corporeal knowledge, 
locally constructed as ‘common sense’ in quotidian everyday life yet carrying a 
global imprint, is therefore an embodied form of the work of the imagination.
Produced in Taiwan, the embedded geographical imagination indicates that 
contemporary local corporeal knowledge is now manufactured in a new, globalised 
way. With the body functioning as the main medium in the global digital network, 
translating corporeality and its embedded cultural discourses and body politics, what 
the Blackie Show demonstrates is the existence of an extra form of major global 
cultural flow, a corporealscape. Mediated by other forms of flow -  ethnoscapes, 
mediascapes, technoscapes, financescapes, and ideoscapes -  corporealscape cannot 
be reduced to other flows because its somatic basis is now being used as a medium in 
its own right. In this thesis, I argue the primacy and irreducibility of the body, 
especially of the dancing body, in the contemporary world of popular culture (Section
1.1). The dancing body, as demonstrated in the Blackie Show, carries gendered, 
racialised and nationalised meanings against fragmented mediascape and technoscape 
without the aid of other musical or choreographical references (Section 1.1), utilising 
ethnoscape as a means to create cultural meanings (ideoscape) and simultaneously 
having the potential to convert different forms of capital within the financescape.
Punned corporeality, therefore, is an important feature within corporealscape, and 
corporeal translation, in this vein, is one of the basic forces. This bodily landscape 
refers to the ability of physicality as a medium to be translated by different social 
agents at high speed, through a transnational intermediality, while at the same time 
generating context-specific meanings. These forces form a set of corporeal 
knowledges which is persistent and enduring while at the same time deeply 
fragmented and constantly being challenged, contested and mutated through local
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practices. When Redfem points out that puns tend to ‘intmde’ and ‘infiltrate’ (1984, 
p. 4), it is precisely in these intmsions and infiltrations that corporeality has the ability 
to travel. In this process, cultural assumptions and body politics can be naturalised, 
negotiated and contested. Punned corporeality, in this sense, is both translational and 
transnational. The three stars chosen to be mimicked in the show, thus, constitute a 
snapshot in the juncture of corporealscape in Taiwan in that Cyndi, John and Coco 
have proved to be the most spectacular representatives of the three most dominant 
styles of that time. The corporeal knowledge demonstrated in the Prologue is, 
therefore, one of the scenes in the vast transcultural corporealscape, which takes 
Taiwan as a nodal point.
The force of punning translation is a major cultural impetus in the contemporary 
world. Operating in and through delicate cultural mechanisms, this force creates 
corporeal dynamism, which activates the logic of exchange, produces the punned 
bodies, enhances social flexibility, negotiates cultural meanings, propels a history of 
corporeality into materialisation and indicates the existence of an embedded global 
cultural landscape, a corporealscape. Most importantly, this force has an important 
feature in naturalising its own constmction. Reverting to my watching experience in 
the Prologue, it is because of this strong tendency of naturalisation that the 
contradictions embedded in the dancing bodies are smoothed out, constructing a 
mode of communication which appears to be self-evident. The propensity of 
naturalisation of the force of punning translation therefore explains Moskowitz’s 
statement that Mandarin pop ‘has surprisingly complex cultural implications for such 
a seemingly superficial genre’ (2010, p . 1). In other words, this force has a tendency 
to trivialise the complexity, wrapping profundity with a coat of superficiality. This 
paradoxical disguise renders Mandarin pop, especially dance in Mandarin pop, to be 
viewed as insignificant with its history being marginalised (Section 0.2). In this 
thesis, I argue that this disguise has limited the understanding of the formation of 
body history. By contrast to the Martial Law era where the body was politically 
controlled, if not fully regulated, the influence of governmentality has been reduced 
in the formation of contemporary corporeal knowledge. This diminished impact has 
been replaced by the forces of popular culture and modemity so that the formation of 
corporeal knowledge and body history now relies on the modus operandi of the 
interactive system between stars and audiences through, most importantly, the form
256
Conclusion
of music video. The contemporary history of the body, in this sense, is formed at the 
ambiguous moment of performance and takes the dancing body in the music video as 
its major agent.
The dancing body in the music video is a contagious, widespread, lucrative and 
parasitical corporeal phenomenon in the contemporary world; it is a major form of 
communication, which is irreducible to other media. Through the Internet, it travels 
through digitalised visual culture, impelling a corporealscape into materialisation. In 
this landscape, the body is deeply localised, and at the same time carries translocal, 
ultra-regional, and global imprints. This bodily phenomenon is impelled by a 
complicated cultural mechanism and corporeal dynamism in that the logic of 
exchange is activated in and through ‘movement’, converting different forms of logic 
between local and global. From those who achieved sudden fame in Taiwan, to those 
who go beyond linguistic and national boundaries, the embedded cultural mechanism 
and corporeal dynamism, which is context-specifically formed, operates in a 
seemingly-natural yet intrinsically-conflicting way. Within this mechanism, the 
operative units and ways of ‘movement’ are shaped by social, cultural and political 
assumptions in different locales. Corporealscape is, therefore, similar to a giant 
machine with different gear systems in various sizes produced in different locales, 
with its cogs intermeshing concurrently on different local, regional and global levels. 
This cultural mechanism operates by the input of ‘movement’, which is activated at 
the performing moment of the stars and of their audiences, transferring the history of 
corporeality into the formation of body history, which, in turn, characterises this 
corporealscape. This thesis is thus an attempt to theorise this mechanism and to 
explore contemporary corporealscapes in East Asia, and I hope this effort will lead to 
a new research route towards the flow and translation of the dancing body in the 
contemporary world.
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Videography
0. I  Love Blackie Show: Performing Class: Kuso [parody] Girls like to Act 
(2007.02.08). Available: http://www.voutube.com/watch?v=bKOzLDBiEXs
4. Coco:
Hip Hop Tonight (2006)
Available: http://www.voutube.com/watch?v=NSgo-YAlIMO
5. Cyndi:
Love You (2004) Available: http://www.voutube.com/watch?v=tNlotEhFK4g 
Love You Teaching Version (2004)
Available: http://www.voutube.com/watch?v=^R8TBHx 0-2Y
6. Jolin:
Agent J (2006) Available: http://www.voutube.com/watch?v=sEtZPQUg60A 
Agent J Behind the Scene (2006)
Available: http://www.56.eom/u52/v MTglNDE2NDE.html
7.1 Localising Internationality: Punning Dancing Diva (2006)
Dancing Diva: a Kuso Version (2006)
Available: http://www.voutube.com/watch?gl=GB&v=iluaBpzMOtI.
7.2 Ability or Disability: Punning the Idea of ‘Technique’ in John’s Dancing Body
The Acquired Talent (Mdt) (2006)
Available: http://www.voutube.com/watch?v=0O-oCenklqw.
7.3 Disrupting Spectacle as a Spectacle: Teletubbies’ Sexy Dance in Contemporary 
Taiwanese Pop Music Video
(2007)
Available: http://www.voutube.com/watch?v=aMvOckZGP6A.
7.4 Disgusting ‘Cuteness’: Punning the Dance of Love You from Three Taiwanese 
‘Sisters’
A Hilarious Version o f Cyndi’s Love You in Taiwanese
(c2004-5) Available: http://www.voutube.com/watch?v=vXHhOppnlkI.
7.5 Imploding the Nationalistic Patriarchical Hegemony in Pun: Dancing Honey as 
Graduate Celebration Among Taiwanese Military Cadets
Chung Cheng Armed Forces Preparatory School Dances Cyndi's Honey (  
Æ )^'/^J/o»gX)(c2005-6)
Available: http://video.vahoo.com/watch/279499/1990861
7.6 Negotiating National Hierarchy in Honey, a ‘Japanese’ Dancing Body as a Site 
of Contestation
Honey: a Japanese Version (Honey (2008)
Available: http://www.voutube.com/watch?v=GpdT3Z2hsYY.
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